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“Anime the Cinefantastique way." Isn't it time a magazine treats anima¬ 
tion with all the color, wit and "Sense of Wonder that readers have come to 
expect from Cinefantastique? When ANASTASIA is a hit and GHOST IN 
THE SHELL tops video charts, you’d better believe it's time! With the 
steady influx of quality, animated work from Japan, and the growing zeal of 
American and European studios for tackling subjects never before deemed 
appropriate for the medium (MULAN, anyone?), the time has come for a 
magazine that will cover this innovative, exciting art form with all the intelli¬ 
gence and enthusiasm it has grown to deserve. 

ANIMEFANTASTIQUE will be that magazine. Whether it’s news of the 
latest hit from Japan, a comprehensive production report on a Disney sum¬ 
mer release, or an in-depth interview with the creator of the next SIMP¬ 
SONS. AFQ will be there, doing what no other animation magazine has 
dared attempt: providing in-depth coverage of the field of animation for all 
lovers of the art. It’s time to look at animation in a new light. It’s time for 
ANIMEFANTASTIQUE. 

Climb aboard as a charter subscriber and get our first quarterly issue 
(shown left), to be published in December, and take as our free gift any one 
of the animation cover stories in Cinefantastique shown below. A trial four 
issue subscription is just $20, a savings of $4 off the newsstand price. 

Subscribe today! 

Subscribe Now at Money-Saving Rates and 
Take Any Back Issue Below as Our Gift! 

Volume 27 Number 10 
Disney animation's change of 

pace, a detailed production report 
with interviews with directors Kirk 
Wise and Gary Trousdale. $8.00 

Volume 27 Number 2 
Making the box office hit. including 

interviews with Pixar chief Ed Cat- 
mull and director John Lasseler, plus 
a Pixar Retrospect, $8.00 

Volume 28 Number 11 
Take, as your free bonus issue to 

charter subscnbers. this special 20 page 
cover story on AEON FLUX available 
only to ANIMEFANTASTIQUE 
subscribers Our behind-the-scenes took 
at the making ol MTVs animation 
sensation includes an episode guide and 
an interview with cartoon visionary Peter 
Chung, with a look at the making of 
Thanatophobia." plus THE MAXX 
Nobody covers the world of animation 
like ANIMEFANTASTIQUE. Other rare 
back issues available as a bonus to 
subscribers include those shown at left 
Fixer's groundbreaking CGI feature TOY 
STORY. Disney s HUNCHBACK OF 
NOTRE DAME. Tim Burton's amazing 
puppet animation feature THE 
NIGHTMARE BEFORE CHRISTMAS 
and the anarchic cartoon genius of John 
Knclalusi as featured on REN & STIMPY. 
among others Our cover story on AEON 
FLUX (shown above) was distnbuted to 

Volume 28 Number 12 
Behind-the-scenes of Disney's 

animation triumph, including 
interviews with directors Ron 
Clements and John Musker. $8.00 
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Volume 30 Number 3 
Animating Disney's latest box office 

hit. including interviews with Florida 
Studio directors Barry Cook and 
Tony Bancroft $8-00 
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Volume 24 Number 5 
Making Ten Burton s dream project, 

including interviews with Burton and 
drector Henry Saick. rwving George 
Pars puppet film mage, $8,00 

Vol 24 No 6 Vol 28 No 1 
Making the feature film, plus 42 

pages on the supert) anmated TV 
senes, complete with an epeode guide 
Plus REN 8 STIMPY $14.00 

Volume 27 Number 9 
Behind the-scenes, making 

director Henry Seilick's puppet film 
adaptation of RoaJd Dahl s fantasy 
dassic. with Tim Burton $8,00 

Volume 24 Number 1 
John Krtcfalusi and Spumco 

save Saturday morning kidvid, 
with an episode guide and full 
behind the-scenes story $8.00 

newsstands and book stores with a cover 
promoting THE SHINING. Only a few 
thousand copies were ever printed with 
this rare cover featunng AEON FLUXf So 
order yours today while supplies last!! 

SEE PAGE 61 ORDER TOLL FREE BY PHONE, 1-800-798-6515 OR USE ORDER FORM, 
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What is the point of a remake? Well, 
some subjects are so big that it seems as 
if no one film can ever exhaust the topic 
completely. Certainly, no one has ever 
nailed DRACULA or FRANKENSTEIN in 
a way that could be called definitive, and 
great actors will always be drawn to the 
challenge of DR JEKYLL AND MR. 
HYDE. 

But let's face it: Hollywood isn’t in the 
habit of remaking subjects because there 
is some artistic niche that needs to be 
filled: they do it because they want to 
make blockbuster movies, and when 
you're shelling out budgets that go into 
nine figures, you want some kind of 
safety net—such as familiar subject 
matter that has worked in the past. 

But so what if their motives are not 
altruistic? The bottom line is whether or 
not they do a good job: do they reimagine 
the material in a valid way while 
maintaining the elements that made it 
popular in the first place? Do they make a 
film that stands on its own, while 
honoring the memory of the original? 

What brings all this to mind is the 
contrasting approaches taken by two 
recent remakes: GODZILLA, which is 
stomping through theatres now. and THE 
AVENGERS, which opens this August. 
Both films were conceived as lavish 
treatments of topics that previously had 
to make due with modest budgets. 
However, whereas GODZILLA is a 
remake in name only—its roar is about all 
it has in common with the original—THE 
AVENGERS actually seems as if it will be 
faithful to the spirit of the original show. In 
retrospect, the ID4 duo of Roland 
Emmerich and Dean Devlin were far from 
an ideal choice to remake GODZILLA 
(their mentality is far more in line with the 
cartoony DESTROY ALL MONSTERS 
than the sober original). Although 
AVENGERS' director Jeremiah 
Chechick's previous attempt at remaking 
a classic (DIABOUQUE), was a botch, 
perhaps that humbled him enough so that 
he learned to treat the original with more 
respect. At least we can expect that THE 
AVENGERS will be a remake in more 
than name only. 

Steve Biodrowski 

“The Magazine with a Sense of Wonder” AUGUST 1998 
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4 Release schedule: upcoming genre films 

5 Hollywood gothic: news and notes 

7 "Halloween H20” 
John Carpenter explains why he didn't join Jamie Lee Curtis for the 
20th anniversary reunion film. / Interview by John Thonen 

8 “John carpenter s Vampires” 
The director of HALLOWEEN makes a vampire western, starring 
James Woods. / Preview by John Thonen 

10 "Disturbing behavior” 
X-FILES alumni get together and try to cash in on the teen horror 
trend. / Article by Frank Garcia 

12 “Pi” 
High-class, low-budget science-fiction filmmaking. / Interview by 
Dan Persons 

14 "I MARRIED A STRANGE PERSON” 
Cult animator Bill Plympton on his new feature film. / Interview by 
Dan Persons 

16 “BLADE” 
Screenwriter David Goyer on the film's delayed release. / Interview 
by James Van Hise 

18 “VIRUS” 
Gale Anne Hurd produces an ocean-going TERMINATOR, with 
Jamie Lee Curtis. / Articles by Douglas Eby 

30 “Children of the corn v: fields of terror” 
The direct-to-video franchise lives on. / Article by Michael Beeler 

32 “The AVENGERS”—then and now 
Patrick Macnee, Ralph Fiennes, Uma Thurman, and Sean 
Connery speak. / Profiles by James Murray, Frederick C. Szebin 

42 The science of screams 
The author of "Screams of Reason" examines the image of the 
Mad Scientist in Modern Culture. / Book excerpt by David J. Skal 

46 “The sprit of mickey” 
Fourteen of the famous mouse's best cartoons come out on tape. / 
Article by Dan Scapperotti 

50 Reviews 
The latest on film, video, television, and laserdiscs. 

56 Fulci fever 
Resurrecting Lucio Fulci’s cult classic THE BEYOND. / Article by 
John Thonen; review by Steve Biodrowski 
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Armageddon 
(Touchstone) Now playing 
The summer's second cometary collision film is now in 
theatres. Let's hope it doesn't suffer the same impact 
as VOLCANO, which was hurt by following an inferior 
film on a similar subject Michael Bay (THE ROCK) di¬ 
rected Bruce Willis in this Jerry Bruckheimer produc¬ 
tion, scripted by Jonathan Hensleigh. SEE CFO 30:03. 

The Avengers (wb> August i 4 
Having been delayed from a June 19 debut, this update 
of the *60$ spy show finally reaches the big screen, 
Ralph Fiennes, Uma Thurman* and Sean Connery star 
for director Jeremiah Chechik (DIAB0LIQUE); Patrick 
Macnee makes a cameo. SEE PAGE 32. 

The Beyond 
(Rolling Thunder) Now Playing 
Keep your eyes open for midnight screenings of this 
one in your town. After a seven-city opening on June 
12, this 1961 cult item has been expanding into other 
theatres across the country. SEE PAGE 56, 

Blade (New Line) August 21 
This film was originally supposed to come out in Febru¬ 
ary but was pushed back at the last minute, apparently 
to allow more time for work on the big CGI finale. Now 
that John Carpenter's VAMPIRES has landed domestic 
distribution. New Line probably realized they'd better 
stop delaying if they wanted to be the first vampire 
hunter out of the gate. Wesley Snipes stars as the com¬ 
ic book superhero who is half-man, half-vampire. SEE 
PAGE 16. 

CUBE (Trimartt) August/September 
This entrancing little geometric gem of a movie aban¬ 
doned plans for an early summer release in favor of 
watting for some of the big-studio blockbusters to fade 
off the screens. Believe us: it's worth the wait. RE¬ 
VIEWED IN CFQ 30:02 

Disturbing 
Behavior (mgm) August 7 
Dimension offered a clear challenge by moving H20 to 
August 5. but MGM has vowed not to budge their rival 
teen horror flick: "We have posters up. and we've had 
trailers in theatres since Memorial Day," said MGM’s 
Larry Gleason. "We're not moving." SEE PAGE 10 

Fvfr After* A 
Cinderella Story (Fox) August i 

Fox’s Family Film division puts out this revisionist take 
on the beloved fairy tale—you know, the kind where 
they destroy the whole fabric by psychoanalyzing the 
characters and portraying the step-mother as being not 
so much wicked as misunderstood (rather like that ill- 
conceived SNOW WHITE: A TALE OF TERROR on 
Showtime) Drew Barrymore stars in the title role, along 
with Anjelica Huston. 

Full Tilt Boogie (Miramax) July 31 
Sarah Kelly s documentary chronicals the making of 
FROM DUSK TILL DAWN Although that misfired col¬ 
laboration between Quentin Tarantino and Robert Ro¬ 
driguez has already received more coverage than rt de¬ 
serves, this film has gotten good notices for its humor* 
ous behind-the-scenes portrayal of the cast and crew's 
efforts on the wacky vampire flick. Rodriguez* Taranti¬ 
no, George Clooney, and Juliette Lewis are aJf on hand 
to describe their experiences 

I Married a Strange 
Person (Uon’s Gate) July-August 
Bill Plympton, whose short films have been the highlight 
of both Spike and Mike's Festival of Sick and Twisted 
Animation and General Chaos: Uncensored Animation. 
releases his second feature film (the first was THE 
TUNE). The film will tour the same upscale art houses 
where you’ve seen his short subjects SEE PAGE 14 

Jl (Live) July 10 

After debuting exclusively in New York and Los Angeles 
on July 10, this independent film will spread throughout 
the art-house circuit, acting as a sort of intellectual 
counter-programming to the studio's summer behe¬ 
moths. Hopefully, potential viewers will know how to 
pronounce the title (Pi) when trying to buy a ticket. SEE 
PAGES 12 & 51. 

VIRUS (Universal) early 1999 
When HALLOWEEN H20 moved up to August 5, 
Universal had second thoughts about releasing 
what would be the second Jamie Lee Curtis genre 
item that month. Intimidated by Dimension’s 
David, the big studio Goliath retreated, opting for 
a debut early next year. SEE PAGE 18. 

TOY STORY 

Small Soldiers (Dreamwork*) 
Universal and DreamWorks combine forces on 
this film, which asks: what would happen if toy 
technology took on military intelligence? What if 
action figures took their jobs a little too serious¬ 
ly? That's the premise of this co-production be¬ 
tween DreamWorks and Universal, which tells 
the story of an all-out war between the Gor- 

gonites. a small but intrepid band 
of monstrous-looking creatures, 
and the war-loving Commando 
Elite, led by Major Chip Hazard 
(voiced by Tommy Lee Jones). 
But this is not some alien battle¬ 
field: this is Suburbia. U.S.A.— 
and the soldiers are prototypes of 
the most advanced action figures 
ever created. Blending live action 
with state-of-the-art computer ani¬ 
mation, SMALL SOLDIERS fea¬ 
tures animatronic designs and ef¬ 
fects from Stan Winston's Studio, 
augmented by CGI work from 
ILM. Directed by Joe Dante, the 
cast includes Kirsten Dunst. Phil 
Hartman, Ann Magnuson, Denis 
Leary, and Frank Langella as the 
voice of "Archer." (What? No Dick 
Miller?) The script is by Gavin 
Scott, Adam Rifkin, and Ted Elliot 
& Terry Rossio. 

July 10 

HALLOWEEN 
COMES EARLY 

Halloween H20 
(Dimension) 

No, the title does not indicate that the 
latest HALLOWEEN sequel will be set 
on or under the ocean. Rather, it is an 
attempt by Dimension (who like to 
avoid numerals that indicate just how 
many previous films there have been) 
to give an ID4-sty!e spin to what is be¬ 
ing billed as a 20th anniversary edition 
of the franchise. Jamie Lee Curtis (pic¬ 
tured) returns as Laurie Strode. (Yeah. 
Part IV told us she was dead, but what 
the hell—you don't seriously think 
credibility is an issue here, do you?). 
SCREAM-writer Kevin Williamson was hired to 
come up with a treatment (so that the film could 
be positioned as a follow up to that current fran¬ 
chise rather than the moribund HALLOWEEN se¬ 
ries), but he couldn't be bothered to actually write 
the script. Steve Miner (FRIDAY THE 13TH 3D, 
HOUSE) directs. With numerous other horror pro¬ 
jects skedded for late August or September (DIS¬ 
TURBING BEHAVIOR. BLADE, VAMPIRES, etc), 
Dimension, encouraged by positive audience test 
screenings, decided to beat the competition to the 
punch with an August release. SEE PAGE 7 

August 5 
Upcoming cinefantastique at a 

glance, along with a word or two 
for the discriminating viewer. 

compiled by Jay Stevenson 
(unless otherwise noted) 
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T-REX 
Imax’s latest 3D extravaganza will 
take you “Back to the Cretaceous. ” 

The dinosaurs in T-REX will have to be photographically superior to those In 
JURASSIC PARK (above) In order to hold up In the colossal Imax 3D format. 

by Dan Scapperotti 

Godzilla may be trampling 
across theatre screens this Sum¬ 
mer; but, come the Fall, he will 
meet his match when a group of 
prehistoric creatures leap out of the 
six-story imax screens in all their 
3D glory. The latest addition to the 
Imax canon Is T-REX: BACK TO 
THE CRETACEOUS. Brett 
Leonard—the director of LAWN- 
MOWER MAN. VIRTUOSITY and 
HIDEAWAY—helms the new 45- 
minute 3D film. Ally Hayden, a 
young girl played by newcomer Liz 
Stauber. is fascinated by the study 
of dinosaurs, a trait she inherited 
from her father, world famous pale¬ 
ontologist Donald Hayden (Peter 
Horton). Ally is desperate to prove 
that the prehistoric giants were ac¬ 
tually the ancestors of today's 
birds. When her father returns from 
a dig with a new fossil. Ally hopes it 
is the egg of a tyrannosaurus. An 
accident sends the fossil crashing 
onto the floor emitting a strange 
gas. The girl wanders into the mu¬ 
seum where the skeleton of a T- 
Rex suddenly grows skin and 
comes to life. Ally is hurtled back in 
time. Looking up she sees a Ptera- 
nodon as it flies through the Creta¬ 
ceous sky while a herd of 

Hadrosaurs quench their thirst near 
a glacial lake. The girl is mysteri¬ 
ously back in the present again on¬ 
ly to be confronted by a Deinony- 
chus which springs to life out of a 
Charles Knight painting and her ad¬ 
ventures begin again. 

To film this fanciful mini-feature, 
the large Imax cameras, which 

process two strips of 70mm film si¬ 
multaneously, were lugged into the 
Olympic rain forests of northern 
Washington state for the primeval 
forest sequences and then up to Al¬ 
berta, Canada where the Royal 
Tyrell museum and Dinosaur 
Provincial Park provided additional 
locations. 

L-Squared Entertainment, co¬ 
owned by Leonard and Michael 
Lewis, is doing all the visual effects. 
Not only do the 3D dinosaurs have 
to look as real as possible three 
feet from your face, but since sev¬ 
eral museums house Imax the¬ 
atres. they had to be paleontologi¬ 
cally correct, adding to Leonard’s 
challenge. "It's like JURASSIC 
PARK," said Leonard, “The effects 
are very similar in nature in terms 
of the actors interacting with di¬ 
nosaurs. The story line is very dif¬ 
ferent. This is more like ALICE IN 
WONDERLAND crossed with 
JURASSIC PARK. It’s more the 
mystical experience of going back 
to the Cretaceous Period. There’s 
no stylization. It's all photo real. We 
have to be more real than JURAS¬ 
SIC PARK because it's much big¬ 
ger. and the detail used in Imax is 
much greater.’’ □ 

Production Starts 

Carrie ii 
MGM inexplicably hauls this property 
out of the mothballs in order to make 
a film that sounds more like a re¬ 
make of than a sequel to Brian De- 
Palma's 1976 hit. Amy Irving reprises 
her role, and Paul Monash is back as 
producer. 

Bride of Chucky 
After the poor reception of WAR¬ 
RIORS OF VIRTUE, talented Hong 
Kong expatriate director Ronny Yu 
takes on the fourth CHILD'S PLAY 
film. Script is by Chucky creator Don 
Mancfni. with makeup effects by 
Kevin Yagher. Shooting in Toronto. 

eXIstenZ 
David Cronenberg launches his lat¬ 
est cerebral science-fiction effort, 
starring Jude Law. Willem Dafoe. Ian 
Holm, and Sarah Polley. 

Idle Hands 
TriStar pictures bankrolls this horror- 
comedy from director Rodman Flen- 
der. making his big studio debut after 
countless Roger Gorman flicks. 

I Still Know What 
You Did Last Summer 
Jennifer Love Hewitt and Freddie 
Prinze, Jr., return in this teen slasher 
sequel. Scripter Trey Callaway takes 
over for Kevin Williamson, and Dan¬ 
ny Cannon (JUDGE DREDD—uh 
oh!) directs. 

Matrix 
Keanu Reeves returns to science-fic¬ 
tion with this futuristic effort from pro* 
ducer Joel Silver, Larry and Andy 
Wachowski writer and direct- 

Meltdown 
The action-thriller about a nuclear 
meltdown finally goes before the 
cameras with Ate DeJong (HIGH¬ 
WAY TO HELL) at the helm. Previ¬ 
ously attached directors John Car¬ 
penter and John Dahl get screenplay 
credits for their contributions. Casper 
Van Dien (STARSHIP TROOPERS) 
stars. 

A Midsummer 
Night's Dream 
Shakespeare's fantasy gets a new 
big screen treatment from writer-di¬ 
rector Michael Hoffman. Kevin Kline. 
Michelle Pfeiffer. Rupert Everett, 
Stanley Tucci, and Calista Flockharl 
a*Br- continued on next page 

Short Notes 
Gabriel Byrne and Patricia Arquette have signed for the leads in produc¬ 
er Frank Mancuso, Jr.’s supernatural thriller, TOBY’S STORY.about a Vati¬ 
can investigator looking into the case of a young woman experiencing stig¬ 
mata and other phenomena.. (A Antonio Banderas (INTERVIEW WITH 
THE VAMPIRE) is up for the lead in the filming of Andrew Lloyd Webber's 
musical THE PHANTOM OF THE OPERA. The big-screen SPIDERMAN 
remains tangled in a legal web. Just when it seemed that the various rights 
to the project had been sorted out to allow self-proclaimed King of the 
World James Cameron to make the film, Marvel Entertainment Group 
(who own the comic book character) sued, claiming that all previous film 
rights have expired and reverted back to them, @ After the disastrous box 
office performance of the second TALES FROM THE CRYPT movie, BOR¬ 
DELLO OF BLOOD. Universal has given up on the film franchise, but Mira¬ 
max, ever ready to milk a property long after its death, has agreed to han¬ 
dle future films. No specific project has yet been selected as the next film. 
A Gus Van Zant (GOOD WILL HUNTING) is preparing to direct a new ver¬ 
sion of PSYCHO, from Alfred Hitchcock's own shooting script, penned by 
Joseph Stefa no from the novel by Robert Bloch. Other than color film and 
casting, the film is supposed to be a frame for frame remake. □ 
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CINEFANTASTIQUE NEWS INTERNATIONAL EDITION 

Gen 13 
Director Kevin Alteri on adapting the 

comic hook characters to the big screen. 
by David Evans 

GEN 13 the comic is about a 
group of young 20-somethings who 
unexpectedly get transformed into 
various kinds of super-powered in¬ 
dividuals. Caitlin Fairchild has su¬ 
per-strength and invulnerability. 
Freefall {aka the young and spunky 
Roxanne “Roxy" Spaulding) can al¬ 
ter the mass of any object she 
touches and consequentially, can 
fly. Grung (aka Percival Edmund 
Chang, the oft-tattooed surfer 
dude) has the ability to instantly 
mimic the molecular structure and 
therefore the characteristics of any 
object or person he touches. Ac¬ 
cording to director Kevin Alteri 
{BATMAN: THE ANIMATED SE¬ 
RIES), the animated feature based 
on the explosively popular Image 

comic book series is “loosely based 
on the first five issues." The plot fol¬ 
lows Caitlan Fairchild as she gets a 
curious offer and is taken to a se¬ 
cret base located somewhere in the 
desert wasteland of the West, 
where she meets two other young 
people. Roxy and Grange. “She 
thinks it's some kind of ROTC pro¬ 
gram, which will give her a major 
educational opportunity that she 
could not otherwise afford. But the 
whole thing, she finds out too late, 
is a clandestine-government opera¬ 
tion." Essentially, Alteri likens it to a 
shadowy and twisted variant of the 
“Super-Soldier Program" in Captain 
America comics. “She goes from 
being this virginal, mousy girl and 
gets transformed into Raquel 
Welch with the power to crush 
tanks. She’s super-strong like the 
Incredible Hulk with no upper limits 
on what she can do." 

In Alteri s story a covert agency 

The anatomically astounding Caitlan Fairchild (above) Is the star superhero of 
the animated GEN 13, opposing the seductively sultry villainy of Ivana (left). 

had, decades before, recruited fa¬ 
thers of all three kids during the 
Vietnam War. These men were re¬ 
created as super-soldiers. But an¬ 
gered at being manipulated and 
used by a nation that they'd served 
in war, the men rebelled and were 
assassinated. The same agency 
tracks down the children of these 
men. "Fairchild and her friends are 
the next generation, the offspring. 
The agency thinks that if they go 
with kids, they’ll be more easily 
controlled. But that thinking turns 
out to be dead wrong." 

That's when the story really 
comes alive with super-powered 
action. “These kids have good 
hearts and they help. They have a 
sense of honor. They’re loyal to 
their friends and they don't turn 
their backs on responsibility. Right 
from the word go you know Caitlin 
Fairchild is a good person. So, 
when this government group starts 
giving her and the other super-pow¬ 
ered kids orders, that they know 
are wrong, they rebel. They're not 
just weapons who do whatever 
they're told. They refuse to fight 
when they don't believe in the 
cause. Of course, that’s when the 
government attempts to kill them, 
just like it did their fathers." 

The film features an impressive 
line up of vocal talent. Alice Witt 
{DUNE) plays the lead role of 
Caitlin. E G. Daily {PEE WEE'S 

BIG ADVENTURE) plays purple 
haired punk Roxy Flea, of The Red 
Hot Chili Peppers and Jane's Ad¬ 
diction, plays the hunky surfer boy. 
John Delance (STAR TREK) will 
play John Lynch, an ex-intelligence 
agent who acts as the team's men¬ 
tor. Cloris Leachman (YOUNG 
FRANKENSTEIN) uses her infa¬ 
mous Frau Blucher voice to play 
Helga, the team's stern but mother¬ 
ly drill-instructor. Helga, explains Al¬ 
teri. was only shown on one page 
of the original comic. But he liked it 
so much that he extended the role. 

The main villains are Threshold 
and Ivana. Laura Lane provides the 
seductively sultry voice of the evil 
dragon lady Ivana. Mark Hamill, 
whom Alteri could not stop praising 
for his work as BATMAN'S Joker, 
will pay Threshold. “They have a 
clear agenda which only serves 
their personal needs," Alteri ex¬ 
plained. “They'll sacrifice anyone to 
get what they want, which is power. 
Ivana’s almost an evil politician. 
She procures black budget money 
to run a program to create SLB’s 
(Super Powered Beings). With 
them, she’s looking to make herself 
president of the United States, then 
absolute dictator." 

Disney owns the distribution 
rights, Alteri said. The PG-13 film 
(for some blood and violence) will 
receive a direct-to-video release 
later this year. □ 

Obituary 
by Jay Stevenson 

Leslie Stevens 
The creator of the original ver¬ 

sion of THE OUTER LIMITS died 
on April 24 of a heart attack at the 
UCLA Medical Center. He was 74. 
A writer, director, and producer, 
Stevens had a wide range of cred¬ 
its on stage (The Marriage-Go- 
Round), television (MCCLOUD) 
and the big-screen (THE LEFT- 
HANDED GUN, with Paul New 
man). But he earned genre immor¬ 
tality by writing and directing the pi¬ 
lot "Please Stand By," starring Cliff 
Robertson, which later aired as the 
first episode of THE OUTER LIM¬ 
ITS. under the revised title "The 
Galaxy Being." Stevenson went on 
to executive produce the show with 
a sense of wonder and intelligence 
absent from most genre television: 
in fact, in many ways the show was 
a precursor to STAR TREK. He al¬ 
so wrote and directed the little- 
seen feature INGUBUS, with 
William Shatner. that was filmed in 
Esperanto; his last feature credit 
was for co-writing GORDY (1995), 
a talking pig movie that was lost in 
the hoopla surrounding BABE. He 
also received an honorary credit 
on Showtime’s revival of THE 
OUTER LIMITS, but it is his origi¬ 
nal show that stands out as one of 
the great achievements on televi¬ 
sion. ever. 

continued from previous page 

The Mummy 
Writer-director Stephen Sommers 
{DEEP RISING) resurrects Univer¬ 
sal’s classic horror character. Bren¬ 
dan Fraser and Rachel Weisz star 

Star Trek 9 
Jonathan Frakes directs, from a 
script by Michael Piller and produc¬ 
er Rick Berman. The usual cast is 
back, along with F, Murray Abraham 
and Anthony Zerbe 

Supernova 
After overseeing both the ALIEN 
and TALES FROM THE CRYPT 
films as executive producer. Walter 
Hill finally takes up the reins of a 
genre film as director James Spad¬ 
er. Angela Bassett, Robert Forster, 
and Lou Diamond Phillips star. 

Untitled Rodriguez - 
Williamson Project 
Director Robert Rodriguez (FROM 
DUSK TILL DAWN) and writer 
Kevin Williamson (SCREAM) col¬ 
laborate on a little horrific mayhem 
for their masters at Miramax. Elijah 
Wood (DEEP IMPACT) stars. 
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John Carpenter on why the 
sequel didn’t shape up. 

998 murks the 20th anniver- 
■ sarv of HALLOWEEN. It 

1 also will mark the release of 
^ the latest entry in the long- 
■I running franchise. Dimen¬ 

sion Pictures' HALLOWEEN H20. 
However, the big news isn’t the inevitable 
return of Michael Myers, nor is it the return 
of Jamie Lee Curtis as Laurie Strode. The 
biggest news surrounding H20 lies with 
who is not returning: John Carpenter. 

Carpenter said that the idea of an an¬ 
niversary sequel originated with Curtis. 
Producer Debra Hill "called me up and says 
that Jamie Lee wants to get together and 
talk about doing another Halloween, for the 
20th anniversary,” he recalled. "So Debra, 
Jamie Lee, and I had a really nice meeting, 
and we talked about it. Jamie Lee said, 
‘I've just heard so many things about how 
much fun you had on ESCAPE FROM 
L.A., that I’d love to do another movie with 
you. and I'd love to kick the Shape’s ass.’ 

It’s doubtful that it took much arm twist¬ 
ing to lure Dimension's Bob and Harvey 
Weinstein to the idea; after all, the com¬ 
bined budgets of all six entries in the scries 
barely top $20 million, yet their combined 
box office take is over $200 million. “We 
met with Bob Weinstein, and he 
wanted to do it," recalled Car¬ 
penter. "He asked me, ‘What’s 
the story?' and I had to say, ‘I 
have no idea.’ But Jamie was 
pitching some stories. Now, 
you have to remember. I’m a 
little tired. I've been beating the 
bushes for ESCAPE FROM 
L.A., and 1 haven’t had a vaca¬ 
tion, and I’m the poor son-of-a- 
bitch that’s going to have to 
write it. And I can just think, 
Oh god. So I’ve got mixed feel¬ 
ings. Then I hear what the bud¬ 
get's going to be,” he laughed. 

The plan was to make the 
film for $10 million, less than a 
third the cost of the average 
motion picture. With the film 

likely to garner SCREAM-like 
box office, the profit potential 
for Dimension was enormous. "I 
don’t know what they’re doing 
now, but what they wanted at the 

time was to take a $3 million pot and have 
Jamie, Debra and me split it. Jamie'd get a 
million; Debra would probably get a mil¬ 
lion; and I'd get a million. So OK, there’s 
nothing wrong with that, but you take my 
taxes away, that’s half of it. Then take my 
agent’s fees and my business manager’s 
fees. I'm not making a whole lot of mon¬ 
ey—at least not as much as 1 made on ES¬ 
CAPE FROM L.A., for instance. And it’s 
going to be a whole lot of work, on a movie 
that I have mixed feelings about.” 

While he had both creative and financial 
misgivings. Carpenter was tempted by the 
prospect of working with Curtis again. 
‘‘She’s a firecracker; she’s fun to work 
with,” he explained. However, he still had 
too many doubts. "I stewed about it and 
stewed about it. As much as I'd like to work 
with Jamie again and have her finally undo 
the Shape, I thought, / just can't do it. 1 just 
couldn’t find it in my heart to make it. So 1 
passed. I dig the first movie so much. It was 
so much fun, and I just don't know that I 

John Carpenter passed on directing HALLOWEEN H20, after 
a treatment by Kevin Williamson while working on VAMPIRES 

Last seen in HALLOWEEN, THE CURSE OF 
MICHAEL MYERS (above), the Shape stalks again 

In the anniversary sequel, HALLOWEEN H20. 

wanted to revisit that. I can be seduced. I'm 
not above that. But you must really feather 
my nest.” Carpenter understood the Wein¬ 
steins' decision: "It's a sound business deci¬ 
sion on their part, and it’s their decision to 
make.” He also understood his own: "I get 
paid every time there’s a sequel. They call it 
passive payment, and I love those words. 
So I get paid anyway, and I don’t have to 
suffer. Bottom line: I think I would have 
been creatively suffering. Not from work¬ 
ing with Jamie, not from working with De¬ 
bra, but just from going back to that old 
ghost of a project again.” 

Debra Hill also passed, but the sequel 
now had a momentum of its own. The 
Weinsteins brought in Kevin Williamson 
(SCREAM) to come up with a story. "I read 
a treatment that Williamson had done; I got 

it while I was doing VAM¬ 
PIRES. One of the things I’d 
said was, ‘I will be open to this. 
Let me sec what we’re going to 
do, and I’ll make a decision.’ I 
read the treatment, and I still 
wasn’t able to overcome my 
misgivings.” 

Eventually, the project went 
into production with Steve Min¬ 
er (FRIDAY THE 13TH, 3-D), 
who had directed Curtis in 
FOREVER YOUNG. As for 
Carpenter, he turned 50 earlier 
this year: “Hey, I’m a card-car¬ 
rying member of the National 
Association of Retired Persons. 
I didn’t want to work that hard. I 
just didn’t feel that I had to go 
out and prove anything.” Q 

reading 
(below). 



The Undead bite the dust 
in this horror western. 

By John Thonen 

JOHN CARPENTER’S VAMPIRES 
tells the story of a band of vampire hunters 
led by Jack Crow and collectively known as 
Team Crow. The people behind the film 
might themselves be described as Team 
Carpenter. It’s an assemblage of frequent 
cinematic co-conspirators that includes: 
Sandy King (Carpenter’s wife, who pro¬ 
duced IN THE MOUTH OF MADNESS 
and VILLAGE OF THE DAMNED; direc¬ 
tor of photography Gary Kibbc (ESCAPE 
FROM L.A.); KNB Effects (IN THE 
MOUTH OF MADNESS); along with edi¬ 
tor Ed Warschilka Jr. and costume designer 
Robin Michel Bush, each marking their 
sixth Carpenter film. Stunt coordinator Jeff 
Imada and supporting cast members Cary- 
Hiroyuki Tagawa, Henry Kingi. and Tom¬ 
my Rosales are also Team Carpenter veter¬ 
ans. Last, but hardly least, is Team Carpen¬ 
ter’s film composer: the director himself. 

The film began shooting in June 1997 in 
New Mexico, and wrapped eight weeks lat¬ 
er. Carpenter had long wanted to shoot in 
the area, reportedly attracted to its “South¬ 
west Gothic" look. Production designer 
Thomas Walsh pointed out that "Gothic is 
all about angles and points—archways and 
hands pointed to Heaven. It connects more 
to superstition than rational thought.” 
Sandy King elaborated, “If you look at the 
architecture of the Southwest, it harkens 
back to very old architecture in Italy and 
Spain: the gates, arches, the block houses. 
You [can| believe the connection to Europe 
and can believe that ancient monks and 
vampires from the old country found their 
way here.” 

Carpenter had initially announced his 
ESCAPE FROM L.A. follow-up as Dimen¬ 
sion Pictures’ sci-fi tale, THE MUTANT 
CHRONICLES. Early in pre-production, 
the film fell through. When a friend handed 
Carpenter a copy of John Steaklcy’s 1990 

James Woods plays Jack Crow, who leads Team Crow, a band of vampire hunters. 

After opening In Europe, VAMPIRES secured a deal 
with Sony for a September 11 release stateside. 

novel VampircS, the director stumbled onto 
his next film. The book had been optioned 
for film adaptation since before publication, 
but it had proven difficult to translate to the 
screen, despite being an enthralling read. “It 
really did some things I'd never seen be¬ 
fore,” Carpenter explained. 

The existing script, by Don Jakoby and 
Dan Ma/ur, had already greatly simplified 
Steakley’s book. Carpenter’s subsequent 
rewrite took the material even further from 
its source. Characters were eliminated or 
combined; subplots were jettisoned in favor 
of new story elements. The “$’’ sign fea¬ 
tured in Steakley’s title alluded to the vam¬ 
pire’s penchant for seducing the rich into 
their vampiric fold; their wealth would then 
be used to ensure the eternal safety of the 
vampire master. Carpenter dropped all of 
this in favor of a new plot point: the search 
for The Cross of Ber/iers. The relic, long 
hidden by the Catholic church, will give 
vampires the ability to walk in daylight. 

Fans of Stcakley’s novel immediately 
took to the Internet to complain about the 
changes. Rumors of Steakley’s dissatisfac¬ 
tion also began to circulate. One website 
quoted the author as saying, "It’s got almost 
nothing to do with my tale." However, not 
long after visiting Carpenter's set, Steakley 
clarified his position. In a letter posted to a 
website devoted to the author, the some¬ 
what reclusive writer stated, “I am only dis¬ 
appointed in John’s script in the 
sense...well, if I’d have wanted to write that 
story...I would have written that story. Yet, I 
do, rather more than a little, like Carpen¬ 
ter’s version of vampire hunters. And while 
I’m at this, I like him." 



In the film, vampires find themselves systematically hunted down and exterminated. The special effects for 
the undead destruction were supervised by Greg Nlcotero, of KNB Effects (FROM DUSK TILL DAWN). 

While Carpenter changed or abandoned 
much of Steakley’s story, he heightened the 
elements that first attracted him. “It has all 
the classic ideas that you've seen in a vam¬ 
pire movie: hidden sexuality, drinking 
blood,” the director explained. “But in 
essence. I've always loved westerns, and 
one of the reasons I'm doing this movie is 
that this is the closest I've come to being 
able to do a western.” 

Recent Academy Award-nominee James 
Woods heads Team Crow in his role as Jack 
Crow. The intense actor echoed the Team Car¬ 
penter view of the film as a modem-day west¬ 
ern. “We have set pieces in this movie that are 
homages to the works of Howard Hawks and 
Sam Peckinpah,” he said. “It's about hunting 
vampires instead of whoever the bad guys of 
the day were in classic western cinema.” 
Thomas Ian Griffith, who por¬ 
trays vampire master Valek, 
agreed: "TTie vampire slayers 
arc gunslingers, and the vam¬ 
pires arc gunslingers in their 
own way,” he said. “John’s 
taken the western and added 
dark overtones we haven’t 
seen before.” 

Despite his remarkably 
varied career. Woods is prob¬ 
ably best known for portray¬ 
ing villains. The same holds 
true for fellow Team Crow 
members, Henry Kingi, 
Cary-Hiroyuki Tagawa, and 
Tommy Rosales. Sandy King 
explained that “It’s interest¬ 
ing to have the bad guys be 
the good guys.” Woods elab¬ 

orated. "You like to know that they’re hir¬ 
ing real men for the parts—not some ‘Hol¬ 
lywood’ version of vampire hunters.” 

On the other side of the coin. Carpenter 
and King stressed the sensuous and seduc¬ 
tive nature of the title creatures. Carpenter 
explained, “My feeling about vampire 
movies is that if you don't have sex, it’s not 
a vampire movie." King fully agreed: 
“From the dawn of mythology, evil has al¬ 
ways been alluring. It's no coincidence that 
our vampire masters are the tallest, most 
beautiful, most physically agile men and 
women we could find.” 6’ 5” martial artist 
Griffith easily met King’s requirements. 
"Thomas,” said King, “exudes a sexuality 
that can overcome the grave. One of the 
things I look for in casting is how other 
people react, and when Thomas walked 

££ It has all the classic 
ideas you’ve seen in a 
vampire movie, but I 

love westerns, and this 
is the closest I’ve come 
to doing a western.” 

—Director John Carpenter— 

through that door, everybody went, 
*Whoa!' Men and women alike.” Carpenter 
agreed: “Truly there’s no one else who has 
the power and stature that Thomas has. He 
is Valek.” 

Just as Jack Crow inspires unwavering 
loyalty in his teammates. Carpenter consis¬ 
tently earns the respect of his team. Greg 
Nicotero, who supervised KNB Effects 
work on the film, said, “The nice thing 
about John is that he’s a good friend, and 
that's where it starts from.” KNB has 
worked on a number of vampire films, in¬ 
cluding VAMPIRE IN BROOKLYN and 
FROM DUSK TILL DAWN. Those films 
depicted vampire transformations that im¬ 
plied that the creatures were a separate life 
form that merely disguised itself as human 
in order to lure its prey. Carpenter had a dif¬ 
ferent idea. “He didn’t want any prosthetics 
on the vampires,” said Nicotero. “John 
thought it more frightening, and more of a 
classic horror feel, if the vampires were 
more human looking. He wanted to stay 
with the classic methods that are really how 
movies are made.” 

While films like the recent SPAWN re¬ 
lied heavily on computer-generated effects 
to create their otherworldly characters. Car¬ 
penter, again, had a different vision. “As far 
as 1 understand, there are no digital effects 
in the Film,” said Nicotero. “John wanted to 
stay away from them. He wanted to make 
the vampires as seemingly real as anything 
can be in a film. If you look at John’s best 

movies they are terrifying 
not because of effects, but 
because of the direction. 
John has always been a very 
actor-driven director. He 
tries to make sure that the ef¬ 
fects don’t overpower the 
drama of what’s happening 
with the actors.” 

Nicotero added, “I saw 
the movie in December, and 
every ounce of blood, sweat 
and tears everyone put into 
that film is on the screen. I 
think this is a film where 
everything—script, cast, ef¬ 
fects and direction—all 
comes together. And you just 
don’t see that all that often 
anymore.” □ 

Although pan Western, the film does not neglect the vampire genre elements, such 
as hidden sexuality : “If you don't have sex, It's not a vampire movie," said Carpenter 
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and messing with these kids' brains to turn 
them into ‘A’ grade students and all-star 
athletes. It’s not brainwashing; it’s more SF 
than that—it’s literally opening up the brain 
and removing pieces and planting other 
pieces. But the problem is that every now 
and then the kids arc given up to these ran¬ 
dom acts of unbelievable homicidal vio¬ 
lence. That’s sort of the glitch they haven't 
figured out. The movie opens with the star 
quarterback in school necking with a girl on 
the bluff. And the police come to basically 
say you can’t be on the bluff because it’s 
past curfew. And this kid, this *A’ student 
quarterback goes crazy, strangles the girl, 
shoots the cop and completely melts down. 
And two seconds later he’s back to normal. 
We’re trying to go for that notion I think is 
really scary: ‘Would you, if you could be 
guaranteed that your kids would go to Har¬ 
vard, be willing to give up part of their hu¬ 
manity...?”’ 

“I thought it was a cool premise!” ex¬ 
claimed Marsden. “This film reminded me 
of a horror film of a more creepy, paranoid 
kind rather than a scary SCREAM kind of 
movie. This one has more depth to it. The 
horror movie is back in style, and people 
just go to be scared. The studios are paying 
big money to make a B-movie, but they do 
it very well and they make money.” 

“I thought it was very interesting. It’s not 
a slasher film; it’s a little far-fetched but 
we’re making it very believable and inter¬ 
esting,” noted 18-year-old Katie Holmes. 
“This whole string of horror movies is be¬ 
ing written now as a result of SCREAM 
and SCREAM 2. I’ve been reading a lot of 
horror scripts, and I really like the stuff.” 

To provide the film with the right tone of 
crccpiness and moody atmosphere, produc¬ 
ers Jon Shestack and Armyan Bernstein 
turned to veteran television director, David 
Nutter, whose work also includes SPACE 
ABOVE AND BEYOND and MILLENNI¬ 
UM. To help him complete the film on a 
tight budget and schedule, Nutter conscript¬ 
ed a number of old pals from THE X- 
FILES, including: John Bartley, the director 
of photography; Toby Lindala the special 
effects makeup artist; and, of course, Mark 
Snow, the composer. 

“This is a film that’s more than just 
fright wigs,” said Nutter. “It has a lot to say. 
Not only is it a scary horror movie, but it’s 

By Frank Garcia 

According to screenwriter and co-pro¬ 
ducer Scott Rosenberg, DISTURBING BE¬ 
HAVIOR is THE STEPFORD WIVES 
meets INVASION OF THE BODY 
SNATCHERS—with a twist. The MGM 
film hopes to capitalize on the current pop¬ 
ularity of teen horror flicks. Headlining is 
24-year-old James Marsden, as Steve 
Clark, a newcomer to Cradle Bay who be¬ 
friends locals Gavin Strick (Nick Stahl) and 
Rachel Wagner (Katie Holmes) and soon 
realizes that the town's become a laborato¬ 
ry for a modern-day Frankenstein, Dr. 
Caldicott (Bruce Greenwood). Lending 
their talent in supporting performances arc 
veteran actors Steve Railsback (THE 
STUNT MAN) as the sheriff and William 
(DIE HARD II) Sadler as a seemingly re¬ 
tarded high school janitor. Director David 
Nutter makes his feature debut after helm¬ 
ing numerous X-FILES episodes. 

“DISTURBING BEHAVIOR is about a 
kid who moves to a new town and soon 
comes to realize that all the bad kids in high 
school are being turned into good kids,” 
Rosenberg revealed. “He’s a good, regular 
kid, but as he starts to investigate, he gets 
into trouble and becomes open to the proce¬ 
dure himself.” 

Rosenberg explained, “They’re going in 

Top: Loma (Crystal Cass) decides to check out of 
Belknap Psychiatric Facility. Middle: the facility 

hardly seems therapeutic. Bottom: Steve (James 
Marsden) finds Lorna In the cranial operating 

room, where bad kids are turned Into good kids. 

The latest stab at teen horror 



could have been called “The Stepford Kids.” 
also creepy. It stays with you af¬ 
ter, and it has impact. A lot of 
films these days are pretty much 
popcorn and bubblegum. This 
way, I can affect people.” 

Nutter wanted to direct 
Rosenberg’s script because 
“there aren't very many films 
today concerning paranoia... 
that’s a rich bedrock. I really 
feel that the teenagers today are 
the aliens among us. We talk 
about movies with aliens— 
sometimes the teenagers are just 
like that. We see these kids and 
say to ourselves, ‘What hap¬ 
pened to that kid? Why are they 
the way they are?’ When I read 
the script the bottom line was it 
had to be plausible. What this 
guy [Dr. Caldicott] does to these kids has to 
be possible. If it’s not believable or real, 
there’s no threat or drama! If not, you’re 
saying,4It’s a fantasy and it doesn’t count.’ 
I think it should count. I was offered I 
KNOW WHAT YOU DID LAST SUM¬ 
MER while I was in the middle of doing X- 
FILES, and I felt, ‘How can 1 do something 
that makes fun of the genre when I’m in the 
middle of X-FILES, which is more ground¬ 
ed in reality?* When I read [DISTURBING 
BEHAVIOR], I thought it would be some¬ 
thing more than just making a scary movie. 
It’s a lot smarter and could affect people 
who watch it and see themselves in it.” 

Although DISTURBING is essentially a 
paranoid thriller, a few scenes required hor¬ 
ror movie special effects makeup, so Nutter 
beckoned to Toby Lindala, whose team 
contributed to THE X-FILES and MIL¬ 
LENNIUM. From Lindala, Nutter needed a 
full-bodied corpse without a head or hands. 
Lindala also created a facial and head mask 
piece of a woman with a surgically exposed 
cranial section of her brain. Elsewhere, the 
script had a couple of kids committing sui¬ 
cide with a gun and it fell to Lindala and his 
team to convincingly show them blasting 
their heads off. 

“We’re contributing to key story points,” 
said Lindala, "but they’re not big, over-the- 
top visual makeup effects. That’s really ex¬ 
citing. The big challenge in doing a project 
like this is to pull it off believably. I was 
trained by Dick Smith [THE EXORCIST], 

would say ‘God, if they could 
just put a chip in their head and 
make them good! Yeah! Go for 
it!’ Once these kids are turned 
and get straight A’s, win the 
sports games and seem polite, at 
the same time they’re unbeliev¬ 
ably cold and lacking in any 
kind of sensitivity. They’re al¬ 
most like Nazi youth." 

“I think this film will raise a 
lot of questions about parental 
control and societal standards 
and how they’re affecting 
teens,” said Holmes. “Maybe it 
will help and motivate teens to 
establish their own ideas, en¬ 
courage them not to do drugs 
but also not to have them feel 
too much pressure. I think 

there’s a lot of repression that goes on in 
teen years.” 

“Honestly, I’m very down on this whole 
idea of just medicating the kids so they’ll be 
Fine,” grumbled Rosenberg. “It really freaks 
me out. Childhood is a land mine, especial¬ 
ly adolescence. But you get through it with 
the help of your family. If you come from a 
good, nurturing family then you will perse¬ 
vere.” 

Summing up, Scott Rosenberg quips, 
“I’d love it if there was an episode of 
OPRAH when this movie comes out, and 
people sat and discussed, ‘How far are we 
from DISTURBING BEHAVIOR being a 
reality?’” □ 

Makeup effects artist Toby Unda prepares the 
prosthetic head of Lome for the cranial operation. 

Director of photography John Bartley (center left), director David Nutter (center), 
and actor James Marsden (right) on location for DISTURBING BEHAVIOR. 

and I love that school of thought—recreat¬ 
ing reality. Hopefully, a lot of the stuff 
we’ve done in the picture, people won’t 
think are makeup effects. The effects will 
help tell the story, and people will think of 
what it represents, as opposed to * Wow! 
What a cool makeup effect!’” 

According to Rosenberg, the genesis of 
the films' core ideas came from producer 
Jon Shestack. “A few years ago Jon had 
gotten married to a woman who already had 
a child. Tm going to have a step-kid!' [he 
thought] and that evolved into thinking 
‘Stepford kid.* That was basically the germ 
of the idea and it went from there. As a 
teenager, you’re just so paranoid. Going 
through adolescence is when you’re pretty 
sure everyone is out to get you. It really lent 
itself to that kind of genre: Are you with me 
or against me? Who’s bad or good? It’s a 
good melding of the teen genre with para¬ 
noid science Fiction.” 

Rosenberg's story offer a morally ques¬ 
tionable solution, provided by the character 
of Dr. Caldicott, to a current social problem 
played out in today’s headlines. “If you 
look at what’s going on in the past couple of 
years—kids going with guns into high 
schools and shooting people, killing the piz¬ 
za man just because they wanted to see 
what it felt like—it’s crazy!” exclaimed 
Rosenberg. “Sixteen-year-old women giv¬ 
ing birth to babies and killing them. Obvi¬ 
ously, there’s something wrong. I think 
you’ll find a lot of people—parents—who 
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By Dan Persons_ 

You've got the sacred and the 
profane, the pious and the scientif¬ 
ic, the cerebral and the visceral. 
And then you’ve got 71 (pro¬ 
nounced Pi), Darren Aronofsky’s 
Sundance award-winning debut 
feature in which all the goods get 
gathered into one dark, delirious 
package. Starting out as one scientist’s 
quest to comprehend the great intangi¬ 
bles, ending with his supplication in the 
face of the Almighty, this low 
($60,000), engagingly retro 
(shot in black-and-white) fea¬ 
ture represents a face of science 
fiction that Hollywood execs 
couldn’t even begin to imagine. 

The film takes its title from 
the sixteenth letter of the Greek 
alphabet, used in mathematics 
to designate the ratio of the cir¬ 
cumference of a circle to its di¬ 
ameter: 3,14159265...etc. The 
decimal fraction extends into 
infinity, with no known pattern 
emerging—at least none that’s 
been discovered so far. But 
Max Cohen (Sean Gullette)— 
brilliant mathematician, Hawk- 
ings-calibre author, and para¬ 
noid recluse—believes patterns 
can be discovered everywhere, 
and he intends to prove his 
point in regard to Pi. Max has 
more practical pursuits as well: 
Having proclaimed his inten¬ 
tion to master the patterns that 
drive the stock market, he finds 
himself courted by an ominous¬ 
ly beguiling stock broker intent 
on using the technique for her 
own gain. Having built the su¬ 
per-computer that will perform 
the task, he finds himself pur¬ 
sued by the aggressively avun¬ 
cular scholars of the Kabbalah 
who suspect that the machine 
will also allow them to uncover 
the numeric code of the Bible, 
and eventually the true name of 
God. Believing that there is a 
calculable pattern to every phe¬ 
nomenon in the universe, he 
still cannot explain the seem¬ 
ingly random fits that plague 
him with increasing frequency. 
Maybe all this grief has some¬ 
thing to do with his own, pas¬ 
sive-arrogant personality. 
Maybe it’s something to do 
with the mammoth number that 

Using his computer to unravel patterns In the Infinite number Jl (PI), Max Cohen 
(Sean Gullette) stumbles upon a mysterious phenomenon of mystical Import. 

the short-circuiting super-com¬ 
puter spits out as it expires. 
Then again, maybe it’s just the 
logical outcome of Rudy Giu¬ 
liani’s anti-jaywalking cam¬ 
paign. 

In a world where science 
fiction heroes more frequently 
are portrayed by actors with 
such names as Sly or Ahhhhh- 
nuld, director Aronofsky is 
quite pleased with placing a 

mathematician front-and-center 
of his vivid, cerebral horror 
tale. “You definitely get the 
mad scientist a lot,” he said, 
“but the mathematician I 
thought was sort of a nice, ’90s 
style version of the mad scien¬ 
tist. I’m not sure why we 
haven’t seen that yet, but I 
think he could be a heroic fig¬ 
ure for the future of cinema.’* 

Aronofsky may wind up 

something of a hero himself for 
young filmmakers who have been 
struggling to prove that you don’t 
need the gross national product of 
Ethiopia and the graphics-generat¬ 
ing power of all the computers on 
the west coast to make engaging 
science fiction. Recruiting individ¬ 
ual investors to pony up $100 with a 

promise of a $150 return should the 
film find a distributor (now that Live 

Entertainment has picked up the rights, 
the contributors have been paid), Aronof- 

j up with what he calls a “socialis¬ 
tic structured” production in 
which everyone, from the P.A. 
on up, stood to profit. “The 
hardest thing,” admitted 
Aronofsky, “was to accomplish 
a science fiction film on a low- 
budget scale of economy. Peo¬ 
ple normally perceive science 
fiction as effects-laden and 
high production value. We 
wanted that high production 
value, but we didn't have the 
money to spend, so wc basical¬ 
ly tried to take our physical 
limitations and turn them to our 
advantage. By recognizing 
what we couldn7 do, we ac¬ 
cepted that and just made what 
we could do as good as we 
could. Everyone was sort of 
laughing at me for the concept 
of ‘we’re trying to do a science 
fiction film with no money.’ 
But if you stop exploring outer 
space and explosions, which 
science fiction has sort of been 
captivated with for the last 
twenty years, and you start ex¬ 
ploring inner space—in the tra¬ 
dition of Philip K. Dick and 
Rod Serling—you can do 
things with less money." 

Of course, it does take inge¬ 
nuity. With the exception of 
Max’s combined living-work¬ 
space—built as a set in a 
Brooklyn lighting warehouse 
owned by the father of one of 
Jl’s co-producers—the bulk of 
the film was shot in genuine, 
grungy New York locations. 
Max’s super-computer, mean¬ 
while, was nothing more than 
an assemblage of scavenged 
Apple components, enlivened 
by decidedly low-tech graph¬ 
ics. “That was a lesson learned, 
I guess, from Terry Gilliam,” 
said Aronofsky. “You always 
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Lenny (Ben Shenkman, r), a Kabalistic scholar searching lor numerical patterns in the Torah, tells Max 
(Gullette) than his mathematical research is, even ft only inadvertently, proceeding along similar lines. 

use old technology and set it in the future to 
make it more timeless. When you watch 
any of the old sci-fi films, my big problem 
with them is that they date because they try 
to project what the future will look like. It's 
really hard to do that, because you*re al¬ 
ways wrong. So what we tried to do was 
take technology that we all know, but say it 
has special abilities, because of its size and 
its wiring." 

More rarefied technology, at least for 
these days, was used behind the camera. 
Said Aronofsky, “The whole concept of 
[shooting in] black-and-white was the first 
idea I had. People have asked me if I had 
more money would Jt be the same film? 
Definitely, 3T is a film about its limitations 
and making those limitations as strong as 
possible. I think that shooting in black-and- 
white, especially the high-contrast film 
stock that we chose, was a very early styl¬ 
ization choice that we wanted to do. I’ve al¬ 
ways wanted to shoot a feature in black- 
and-white. I’m a huge TWILIGHT ZONE 
fan, and I just felt black-and-white helped 
us to make the time and the whole period of 
the piece very questionable." 

Aronofsky faced “tremen¬ 
dous problems" shooting black- 
and-white: “No labs handle it. 
We actually shot in a film stock 
that no-one’s ever used for a 
feature film, called black-and- 
white reversal. A lot of students 
use it for films, and we chose it 
because it’s a really contrasty, 
beautiful film stock; it looks 
like a photograph. We didn't 
want to make a black-and-white 
film; we wanted to make a 
black or white film. Like Sin 
City by Frank Miller—we want¬ 
ed to make a movie that looked 
like a graphic novel. The only 
lab that did it in the country on a 
professional level was a place 

UThe mathematician, I 
thought, was a nice ‘90s 
style version of the mad 
scientist. I think he could 

be a heroic figure for 
the future of cinema.5 5 

—Director Darren Aronofsky— 

called Bono in Virginia. What that meant 
was we weren’t getting dailies; we were on¬ 
ly able to see the film once a week. It was a 
big problem, but it was worth it. It was a big 
gamble: you’re shooting and you don’t 
know what you’re shooting and ten days 
later you’re seeing stuff like you shot it 
three years ago, and you’re going, ‘Oh, my 
God...’” 

Appeals to the deity may not have 
helped Aronofsky if he had misstepped in 
his portrayal of the Hasids who become the 
most avid pursuers of the beleaguered Max. 
In distinct contrast to current media por¬ 
trayals, these scholars of the Kabbalah are 
not passive, hand-wringing victims. 
They’re tough, determined zealots who, 
even in their more amicable mode, still pre¬ 
sent an aura of aggressiveness. Aronofsky, 
himself Jewish, had no reluctance in Biter¬ 
ing his Brooklyn encounters with prosely¬ 
tizing Lubavitchers into the film: “Have 
you ever been approached by someone like 
that? I think that any religion has characters 
like that. We’ve been having people re¬ 
spond to the film in Utah, in Salt Lake City, 
which doesn't exactly have a lot of Ha- 

Wrtter-dlrector Darren Aronofsky makes an impressive, ambitious debut with jc. 

sidim. Everywhere where we’ve played, 
people have responded, and I don’t think 
they’ve all run into that character as a 
Hasid, but they’ve run into them in different 
religions. Anyone who proselytizes for his 
religion sort of puts on that show.” 

And if single-minded Hasidim and gang¬ 
ster-like stockbrokers seem rather broad 
portrayals, according to Aronofsky, it’s not 
by accident: “I make very, very big charac¬ 
ters, so that they’re almost cartoonish. I 
think it may come from the fact that I grew 
up on cartoons, and so I see people as repre¬ 
senting one train of thought, one sort of idea 
or concept. Sometimes it’s pushed so far in 
one direction that it comes off as a state¬ 
ment about those types of people. Some¬ 
times it’s perceived as funny. I think when 
audiences laugh, I know I meant a joke 
there, but it’s more a subtle joke. It’s not 
laughing at a joke; it’s more like laughing at 
recognition, like. I’ve seen that in life, and 
isn 7 it funny being portrayed in film this 
way? I think that’s the laugh I’m getting.” 

Laughs Aronofsky is definitely getting, 
as well as awards and more than a little at¬ 
tention from some heavy weight players. 
At the time of our interview, the director 
was still reeling over a recent phone call 
from Ridley Scott, regarding a possible, 
non-genre film project. “He called me on 
the phone. I was like, ’Mr. Scott?! I used to 
write book reports about BLADE RUN¬ 
NER!’ I mean, BLADE RUNNER and 
ALIEN are two of the greatest sci-fi films 
ever made. I had him on the phone, with the 

British accent and everything, 
telling me he really liked the 
film. I was like, ‘Uhhhhhhh, 
okay.’ So this is a project he de¬ 
veloped for himself to direct, 
but he doesn’t want to direct 
anymore; he’s looking for a di¬ 
rector. They actually screened 
7t for him, and he called me 
from the screening room to tell 
me he wants to talk to me about 
the project. The subject matter 
is really cool, but we’ll see if 
it’s the right situation. My goals 
were to do a science fiction film 
next with a bigger budget and a 
few more toys, but this might be 
an interesting project to do. 
We’ll see what happens." □ 
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“Tex Avery on acid”—ultra-sexy, ultra-violent 

By Dan Persons 

Can two yuppies find love, happiness, 
and material prosperity in a world gone 
mad? How about when one of them has the 
power to alter reality at whim? Those arc 
the daunting questions asked by 1 MAR¬ 
RIED A STRANGE PERSON, cartoonist 
Bill Plympton’s new, animated feature, 
which will see a limited release by Lion's 
Gate Films starting this summer. A self-pro¬ 
claimed exercise in “ultra-sexy, ultra-vio- 
lent, ultra-funny” humor, the film has al¬ 
ready succeeded in opening eyes at this 
year’s Sundance festival (Variety's Joe Ley- 
don called it, “Tex Avery on acid"), and is 
now set to confound sensibilities at art- 
houses across the U.S. 

“I do feel an obligation to explore new 
styles of humor, to break stereotypes in 
terms of what’s funny,” said Plympton 
about his creation, which at one point has a 
riding-mower-obsessed suburbanite at¬ 
tacked by his own, vengeance-crazed lawn. 
“That’s why this film really does push the 
envelope in terms of good taste and vio¬ 
lence and sex. I'm always exploring new 

ways to make people laugh. The anarchy 
found in the Marx Brothers really influ¬ 
enced me a lot. That's why there’s a quote 
at the beginning of (STRANGE PERSON] 
from Pablo Picasso: ‘Good taste is death to 
creativity.’ This film is full of bad taste and 
full of anarchy and full of craziness. That’s 
where the best laughs are, the best humor 
is—when everything makes no sense and 
you totally abandon rationality. That’s what 

Bill Plympton, best known tor short subjects such 
■s SEX AND VIOLENCE, has completed his second 

feature film, I MARRIED A STRANGE PERSON. 

I love about making animated films.” 
There'll be a lot for anarchists to love in 

I MARRIED A STRANGE PERSON, the 
tale of two newlyweds, Kerry and Grant 
(voiced by Charis Michelsen and Tom Lar¬ 
son, respectively), whose lives are over¬ 
turned when Grant is zapped by mi¬ 
crowaves generated by a misdirected satel¬ 
lite dish (collisions with copulating air-fowl 
will do that, yup). Graced with the power to 
transform his slightest thought into reality. 
Grant discovers both upsides and down¬ 
sides to his abilities. While sex becomes an 
intensely rapturous, if somewhat surreal, 
experience—even the wall outlets get 
caught up in the good vibes—a subsequent 
attempt to take Grant’s talents public on a 
late-night talk show garners the unwanted 
attention of the UPN-like Smile Corp. Net¬ 
work. With evil CEO Larson Giles (Richard 
Spore) bent on world domination via 
Grant’s magical abilities and the vast, Smile 
Corp. paramilitary corps in hot pursuit, it’s 
all Grant can do to save his own skin and 

recapture the love of his baffled spouse. 
As with his previous animated efforts 

(including the feature-length THE TUNE 
and such famous shorts as YOUR FACE 
and 25 WAYS TO QUIT SMOKING), 
Plympton served as writer (with P.C. Vcy), 
director, and sole animator and in-hetween- 
er on STRANGE PERSON. This time, 
however, there were some significant ad¬ 
vances in the production process, starting 
with the development phase. Said Plymp¬ 
ton, “I shot the film in live-action, first. 
What I did. I put some ads in the local the¬ 
ater magazine. Backstage, and 1 auditioned 
a lot of people for the characters. There are 
five or six main characters, and I cast them 
out of a casting call of about a hundred peo¬ 
ple for each role. I shot them on video tape 
for source material. 

“What happened, oddly enough, was 
the voices of these people that I cast were 
very wonderful and actually fit the charac¬ 
ters very well. I think when I cast them, 
subconsciously, 1 was also listening to their 
voices. Once I had drawn the film and ani¬ 
mated it and shot it, then I brought these ac¬ 
tors back in and had them do voice over- 
dubs over their moving mouths.... The inter¬ 
esting part of the film is near the end: when 
I show the credits, I have the animated pic¬ 
ture of the character and the photograph of 
the actor who played the character. The au¬ 
dience just busts out laughing because they 
didn't realize that these characters were ac¬ 
tually real people.” 

The post-dubbing of voices—a process 
in common use in Japanese animation but 
rarely done in the U.S.—wasn’t the only 
technical break for Plympton: “People 
know me for the colored pencil look I usu¬ 
ally have. [STRANGE PERSON] is much 
more traditional, in that it’s painted cels. 
The reason why I did that was, quite 
frankly, it’s really time-consuming and la¬ 
borious to go in and color-pencil each draw¬ 
ing with shading and detail in the face and 
the eyes. What I did on this one was I hired 
about five or six cel-painters—art students, 
basically. I would do the drawing, which 
would be Xeroxed on an acetate cel, and 
then they would paint the cels. It still has 
that same kind of Plympton look, but now 
it’s a little more commercial—more painted 
cels—and so it’s easier for me to do." 



and ultra-funny. 

Even though Plympton has relinquished 
the painting process to other hands, he is 
quick to point out that the distinctive look 
of STRANGE PERSON stems from only 
one source: “I did all the drawings: 30,000 
drawings, all the in-betweens—every draw¬ 
ing that you see in the film is done by me. 
It’s interesting, because the best part, obvi¬ 
ously, is doing the drawings. There were 
several times when I would be really cook¬ 
ing on it, and I wouldn’t get any phone 
calls, any distractions, and 1 could do a 
minute a day. That’s pretty amazing, when 
you think that a good animator at Disney 
will do maybe a half-second a day. 1 started 
thinking. Jeez, if/ could work without inter¬ 
ruption, l could do a feature film in three 
months, which is very bizarre. I just get into 
this Zen thing where I sit at my drawing 
board and maybe take time to eat and go to 
the bathroom, and basically I can get so 
much work done, it’s fantastic. In fact, at 
one point Signe [BaumaneJ, who paints the 
cels—she's very fast, too—and I were go¬ 
ing so fast that the cameraman couldn’t 
keep up with us. We were producing the 
stuff too fast for him to shoot it.” 

Supplementing STRANGE PERSON’S 
story will be five new songs from long-time 
Plympton collaborator, Maureen McEl- 
heron. “It wasn't as intense as with THE 
TUNE [for which McElheron contributed 
12 songs], but I enjoyed working with her. I 
basically come up with the concepts for the 
songs; I know visually what's going on, so I 
show Maureen the storyboards and tell her 

Very much a hands-on artist. Plympton himself 
drew each of the 30.000 drawings needed to 
animate I MARHIED A STRANGE PERSON. 

A newlywed couple’s life Is thrown Into disorder when the husband develops the ability to alter reality. 

what kind of words I want and the style of 
music that I want, whether it's a tango or a 
'30s jazz or a funky blues or that sort of 
thing. She’ll write the music and play it for 
me on guitar, and then we’ll go back and 
forth on the lyrics—some of the lyrics she 
writes, and some of them I write. And then 
we go into the studio—we use Hank 
Baum's studio, he plays almost all the in¬ 
struments—and in about a day we’ve got 
the song down.” 

With nationwide distribution definitely 
locked in—about fifty prints will tour the 
country—Plympton hopes that his new film 
will fare far better than THE TUNE, which 
received lackluster treatment from its dis¬ 
tributor. “I really got screwed over by Octo¬ 
ber Films,” said Plympton. “I got screwed 
over royally: I didn’t see a dime from Octo¬ 
ber Films. That was really depressing, be¬ 
cause I spent three years on it, $175,000 of 
my own money, and saw absolutely zero 
from October Films on it, and there’s noth¬ 
ing 1 can do about it. Now I know what op¬ 
tions are available to me: I can self-distrib- 
ute; I can use other ways to distribute the 
film. That’s a real important lesson. Another 
lesson 1 learned is that I prefer (producing] 
these films myself, for a number of reasons: 
it’s faster; it gives me more freedom—1 re¬ 
ally know what 1 want these films to look 
like—and when you come around to sign¬ 
ing these agreements [it’s less trouble]. The 
agreement with Lion's Gate, I had to get re¬ 
leases from everybody who worked on the 
film, and that’s just a big pain in the ass. 

Someone’s going to say, *1 don’t want to 
sign a release,’ and then I'm screwed. The 
more you do, the much easier the produc¬ 
tion is.” Plympton added that, “Lion's Gate 
did give me a nice advance, which I didn't 
get from October Films. Not the total bud¬ 
get of the film, but it’s enough to keep me 
going.” 

Also keeping Bill Plympton going are a 
rash of upcoming projects, including a cou¬ 
ple of shorts, THE EXCITING LIFE OF A 
TREE and SEX AND VIOLENCE 2 
(the first installment of which got nation¬ 
wide distribution through Manga Entertain¬ 
ment’s GENERAL CHAOS animation fes¬ 
tival), plus a feature project that the car¬ 
toonist expects to have finished in three 
years. He says the feature will be, “a little 
more character-driven and plot-driven, but 
still have a lot of the Plympton humor.” 

As far as reaching beyond the art-house 
market to a broader audience, Plympton 
claims that he needs only stick to his own 
vision of humor and wait for the world to 
come to him: “I just don’t have the money 
to get it out there to middle America. I’m 
still an unknown. I consider myself a very 
middle-class, middle-of-the-road, populist 
filmmaker. That’s my goal: to be the Jim 
Carrey of animation, the W.C. Fields of an¬ 
imation. I don’t want to be an obscure, 
marginal kind of animator. I think my hu¬ 
mor is broad-based humor—it’s visual hu¬ 
mor, it plays everywhere around the world. 
It’s just a matter of time before I do get 
those major markets.” □ 
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When will the vampire 
hunting season begin? 

By James Van Hise  

BLADE [cover story in CFQ #29:10J 
was originally scheduled to come out in 
February 1998, but a variety of circum¬ 
stances convinced New Line Cinema to 
push the release back to a date in either the 
late summer or early fall. Screenwriter 
David Goyer, who adapted the Marvel 
Comic book into a starring vehicle for Wes¬ 
ley Snipes, explained what happened and 
what was changed, now that the filmmakers 
had the advantage of more time to work on 
the project. 

“The original shooting had been cut 
back a bit,” said Goyer. “Then we ended up 
getting the money to do it, going in for an¬ 
other week and doing a few more stunts and 
things for the final climactic battle. We did 
a new tag for the very end of the film. The 
final scene has always been up in the air, so 
I don’t even know which one they’re going 

to go with yet. The climax of the film is still 
the same; it’s just the very ending that’s 
new. I’ve done three or four different little 
tag endings and a couple of them have been 
shot. They basically have to do with 
whether Blade continues his relationship 
with Karen, or not, or what happens after he 
wins the war. And possibly setting up the 
ground for a sequel. “We also added some 
more hi jinx to the climax. Basically we 
filmed what we had intended doing all 
along.” 

In describing the tone and style of the 
film, Goyer revealed, “Some of the fight se¬ 
quences have some of the flare of the Hong 
Kong action films. The fighting has that 
bombastic, over-the-top feel. On the other 
hand, in terms of tone (and I know this will 
sound weird) I think the film that comes 
closest to it is T2. It’s got this kind of big, 
epic, brooding feel to it. And like I said, I 
know that will sound odd but when people 

Vampire hunter Blade (Wesley Snipes) comers his 
prey, the evil Deacon Frost (Stephen Dorff), in 
BLADE, delayed from release earlier this year. 

see it I think they’ll know what I’m talking 
about. It feels like a TERMINATOR movie 
in a weird kind of way, and it definitely has 
that kind of Cameronesquc feel to it. It’s not 
like a lot of the other vampire films that 
have come out. The only movie that is even 
remotely in the same vibe is NEAR DARK, 
but those were kind of hick vampires. And 
that’s why I say that this is a more modern 
treatment in a film that it comes close to. 
But this has a more urban science fiction 
kind of feel to it than anything else. This 
would be as far removed from INTER¬ 
VIEW WITH THE VAMPIRE as possible. 
There’s nothing gothic about it at all. 
Stephen Norrington, the director, just didn't 
want to make it gothic. I didn’t want to 
make it a gothic film, cither. Everything is 
filmed in this kind of blue light. The sets are 
fantastic but they’re more austere and it 
definitely doesn’t feel like we’re in Anne 
Rice territory.” 

Another factor delaying the film is that 
an important character in the movie, who 
figures in the climax in a major way, exists 
only as computer-generated images. 
“They’re doing 400 or so CG shots," Goyer 
added. “Those arc slowly coming in bit by 
bit. That’s why the film was pushed back. 
None of the effects shots were going to be 
ready. There’s one character who’s entirely 
CG. This is the character called Lamagra 
who’s the holy ghost of the vampires. He’s 
a spiritual entity but he’s liquid blood. He’s 
kind of like the water pscudopod in THE 
ABYSS but he's all blood and he’s in the 
climax of the film. So a lot of the shots have 
to do with him and the way the vampires 
die—they turn to ash and disintegrate. 



Right: Based on a Marvel comic, the film, conversely, 
was re-adapted back into the comic book format as a 

merchandising tie-in. Below: scripter David Goyer. 

There’s quite it few of those, and then 
there's a big sequence in the subway and 
the train itself is all CG. 

“One of the neat things about it is that 
there's a lot of shots in it that you don't 
know are CG shots. In the rough cut that we 
have the film actually plays quite well until 
the climax. There’s a lot of sequences be¬ 
fore that that play well even without the ef¬ 
fects shots, but in the climax you have a 
whole character who’s CG, so that obvious¬ 
ly doesn’t play well. The film is supposed 
to be out August or September and I don't 
expect that all of the CG shots will be done 
much before July, I’m sure that it will be 
‘R’. I don't think it’s possible to get a ‘PG’ 
rating’*—he laughed—“not with all the 
mayhem in this film!” 

Goyer also revealed his future plans, 
one of which involves another collabora¬ 
tion with Alex Proyas, the director who 
made DARK CITY. “I wrote Quatermass, 
also for Alex Proyas, which is a remake of 
QUATERMASS AND THE PIT, which 
hopefully is going to go forward this sum¬ 
mer. We did a neat kind of updating of it. 
And 1 have a new script, a spec script, that's 
going around to the studios next week. And 
then there’s one I wrote that is for me to di¬ 
rect, that hopefully will be getting going in 
the fall. So I’m trying to move more in that 
direction.” 

Asked whether DARK CITY should be 
interpreted literally or metaphorically, Goy¬ 
er said. “You can kind of take it however 
you want to take it. One of the things with 
DARK CITY is also, where do these people 
come from? I know Alex (Proyas) has his 
own take on where those people come 

they came from. He never explicitly wanted 
to state that, but Alex’s idea is in some ways 
the most strange, in that all the people in 
that city were on a generation ship that was 
traveling to another galaxy and the 
strangers hijacked them in mid flight, which 
is something that you would never even 
think of. In my mind these people are actu¬ 
ally dead and it’s a kind of purgatory that 
they’re in. 

“But that's one of the nice things about 
doing metaphorical films. When the film 
has this dreamlike quality you don’t have to 
explicitly explain every little detail. You 
can leave some gray areas.” □ 





A NEW SPECIES O F ALIEN JNVADER 

Killer cyborgs on an ocean-going research 
vessel—it’s TERMINATOR on the high seas. 

-L fk IKUS stars Jamie 
| I ■ Lee Curtis. William 

v I \M Baldwin and Don- 
I Uj aid Sutherland as a 

tugboat crew who 
take refuge from a storm in an 
abandoned Soviet tracking ves¬ 
sel and discover its crew was 
murdered by aliens who con¬ 
sider humans a virus that must 
be exterminated. With a script 
by Dennis Feldman (SPE¬ 
CIES), Jonathan Henslcigh 
(ARMAGEDDON) and Chuck 
Pfarrer (creator of the Dark 
Horse graphic novel), the film 
was produced bv Gale Anne 
Hurd (ARMAGEDDON), 
Mike Richardson and Todd 
Moyer; John Bruno, visual ef¬ 
fects supervisor on THE 
ABYSS and TERMINATOR 2, 
makes his directorial debut. 

Bruno found his way into the 
director's chair on this cffects- 
filled effort through his associa¬ 
tion with James Cameron. “Ba¬ 
sically, I was doing commer¬ 
cials through Digital Domain, 
and Jim says he's going to start 

UJ r\ 1 T! £ a In the midst ot a hurricane, the crew of the tugboat Sea Star take refuge aboard the Russian tracking vessel that has been 
Infested: Steve Baker (William Baldwin). Nadia (Joanna Pecula), Hlko (Cliff Curtis) and Kelly "Kit" Foster (Jamie Lee Curtis). 
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The crew of the Sea Star examines the remains of a blomechanoid. 

writing TITANIC. When that hap- 
pened, an opportunity appeared 
where Arnold Schwarzenegger 
was available for TERMINA¬ 
TOR 2-3D. And Jim said, ‘Why 
don't you start designing that, 
because I'm not finished writ¬ 
ing TITANIC yet.’ We started 
visualizing the script for this 
theme park attraction. Jim said, 
‘You know what this is sup¬ 
posed to look like, so pick a lo¬ 
cation and start working out the 
costumes. Suddenly, he says, 
‘Why don’t you direct it? I'll 
come in and I’ll just do Arnold.’ 
It was a huge hit, and the Uni¬ 
versal execs took notice.... I get 
this message about a project at 
Universal called VIRUS. 
They're asking, ‘Would you be 
interested in doing this if Gale 
Hurd was attached as produc¬ 
er?’ So, I read it—and I didn't 
like it. I got the comic—I know 
Mike Richardson at Dark Horse 
—and 1 read the comic and I 
read the script which was an ad¬ 
vanced version expanded from 
Chuck Pfarrer’s script, and...it 
was really complicated. I 
thought, ‘This is a lot of work. I 
don’t think I’m interested.’ 

"Then Jim and I went to Hal¬ 
ifax, Nova Scotia. 1 was going 
to be the visual effects supervi¬ 
sor on TITANIC. I made two 
dives to the Titanic. Now I had 
this script and the comic book, 
and here 1 was on a Russian 
ship! And I looked at Virus and 
thought, ‘The Chinese don’t 
have a ship like this!’” (In the 
Virus comic, the action is set on 
a seemingly abandoned Chinese 
satellite tracking vessel. In the 
Film, it’s a Russian vessel.) “But 
what the comic is [based on] is 
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“I had no delusions of Sigourney Weaver-ness; 
that’s not my ticket,” said Curtis. “What 
attracted me was that it is an exciting 

story. And the money was good.” 

a Russian ship called the Yuri 
Gargarin. Once I was with the 
Russians they gave me all the 
lowdown on all these ships. 
And I thought, ‘This should be 
a Russian ship, with a Russian 
crew. I know these people!’ But 
although 1 was thinking about 
it, I thought, ‘1 still don't want 
to do this movie; it’s too com¬ 
plicated.’ 

“Then we went through 
three hurricanes during TITAN¬ 
IC. I thought, ‘Gee, maybe this 
VIRUS story—the entire 
movie—should take place dur¬ 
ing a hurricane. Because here 
we are on this 450-foot Russian 
research vessel out in the North 
Atlantic. Jim one day finally 
said, ‘Well, are you going to do 
TITANIC or what? I gotta 
know!’ I said, ‘I don’t know. 
The [VIRUS] story...I don't 
quite like it.’ And Jim said, 
‘Well, then change it. Tell them 
you’re going to make it yours. 
Put something that’s you into it. 

Or don’t do it.’ 
“So when we came back. 

Gale called and said, ‘Are you 
going to do this?’ And I said, 
‘Yeah.’ So we had this meeting, 
and I went. ‘I'll do it, but I gotta 
make everybody Russian and 
make it a Russian ship, include 
the Mir space station and the 
whole thing takes place in a 
hurricane and takes place in a 
day and a half! And that's what 
I’d do.* They said, ‘Great! Do 
it! Then I had to call Jim!” 
Bruno said with a laugh. “He 
said, ‘Well, you can’t leave [TI¬ 
TANIC] until you find some¬ 
body to replace you."’ 

runo found his replace¬ 
ment and was free to do Cl VIRUS. “Gale hooked 

V me up with the writer, 
Dennis Feldman," Bruno 

said. “We hit it off great. I had 
an outline of what 1 thought 
should be in the story, and he 
separately had almost word-for- 
word, line-for-Iine matched the 
concept. So we were in total 
sync and wrote the script very 
quickly." 

If anything, they took the 
story back toward Chuck Pfar¬ 
rer’s original vision as shown in 
the comic. “We’ve gone back to 
the comic,” Bruno agreed. “I 

Steve Baker (William Baldwin) hunts the alien life form that considers the human 
race a “virus" that must be eliminated In order to ensure Its own survival. 

wanted to keep the title, but I 
didn’t want to do a computer 
virus. Basically, the idea is an 
electrical lifeform that hits the 
mirror [on the Russian satellite 
tracking ship] during a trans¬ 
mission. It gets into the electri¬ 
cal system, gets into the com¬ 
puter and instantly figures out 
ones and zeros. It learns sud¬ 
denly about a dimensional 
place: the ship and where the 
ship is. It learns that there are 
life forms all over this planet. 
So it’s got everything. It’s got 
maps; it’s got languages and 
everything you could imagine 
that’d be in a big, computerized 
spy ship. It goes through bio¬ 
logical records, files, life forms 
and starts to manufacture it¬ 
self—using parts of the ship 
and crew—into a dimensional 
thing. And it does it in stages, 
and there are lots of stages. 
There are droids that are physi¬ 
cally on the set. I had Steve 
Johnson [of XFX, Inc.] make 
these fantastic little droids that 
work. That’s the other thing: it’s 
about robotics basically! But 
the creature still lives in the 
computer. All these droids and 
all these machines are operated 
from the computer on cables. 
So if you cut the cables, you 
can cut them off. Each one of 
them’s an ROV: remotely oper¬ 
ated vehicle.” 

Although the title is the 
same, the sense of the title is re¬ 
versed, with the virus now be¬ 
ing... us. “The Russian crew on 
the boat had tried to kill it. So 
the creature goes through the 
onboard dictionary and turns up 
the description of something 
deadly that tries to kill you as a 
‘virus.’ So it decides you have 
to eliminate and kill viruses. It 
calls everybody on the ship a 
virus. So that’s how we ended 
up keeping the title.” 

Bruno's previous work with 
Cameron came in handy. “For 
sea shots on THE ABYSS, we 
took the Bentic Explorer out in- 



COMIC BOOK CREATOR 
Chuck Pfarrer on adapting his graphic novel to film. 

By Chuck Wagner 

Chuck Pfarrer has led an un¬ 
usual life for a Hollywood 
screenwriter—a Navy brat who 
at one time was sent to Stanton 
Military Academy in Virginia 
(“where John Dean went!” 
Pfarrer wryly noted). “It defi¬ 
nitely puts a twist on you,” 
Pfarrer said with a chuckle. 
“You learn how to completely 
toe the line and keep up a com¬ 
plete front!” 

Sounds like good prepara¬ 
tion for Tinseltown. “It was odd 
how 1 got involved in the busi¬ 
ness. I was in graduate school 
for clinical psychology, and I 
dropped out and joined the Seal 
Teams. I was a military advisor 
in Central America and I was in 
the Middle East and all over the 
world. Anyway, I was getting 
out of the Navy, and I was go¬ 
ing to go to medical school. But 
I had sold a screenplay while I 
was in the Navy.” 

It's one thing to wait tables 
at night while writing, but quite 
another to manage it while in 
the service. “I wrote the thing 
in college with a friend of mine, 
and it didn't go anywhere. I get 
a phone call from this guy 
while I’m back in the States, 
and he says, ‘You remember 
that piece of junk we wrote? 
Well, it got nominated for a Fo¬ 
cus Award!' He’d gotten into the Master of 
Fine Arts program at New York University 
in screenwriting, and we both got signed by 
William Morris! All this while I was in [the 
Navy Seals]. The piece was called THE 
CROOK FACTORY and it’s about Ernest 
Hemingway, based on a true story. Actually, 
it’s never been made, but it’s been optioned 
a gazillion times. Someone’ll option it 
again.” 

Pfarrer was in his twenties at the time. 
“So I naively decided to write another 
screenplay to help pay for medical school. 

That became NAVY SEALS, the Charlie 
Sheen movie. It was a little bit of a 
Frankenstein. When they come up with an 
idea, it’s like ‘I’m going to be the young, 
wild-card character, and you’ll be the well- 
adjusted one.’And I’m thinking, ‘Wow, 
that’s a fresh new idea!”’ 

Pfarrer’s sarcastic take shows a lot of 
Hollywood experience. “The trick to this 
thing is getting a film made! You gotta do 
every thing you can just to get it made. 
That’s the important thing.” 

Pfarrer’s first genre credit was for co¬ 

writing Sam Raimi’s DARK- 
MAN. “Sam had an idea, and I 
worked on it with him,” Pfarrer 
recalled. “It was a writing-for- 
hire thing. Of course, Sam is 
the greatest guy in the whole 
world—wonderful to work 
with. And a wonderful guy be¬ 
sides, one of the most wonder¬ 
ful I’ve ever met in my life. 
We’re all very close, Sam, his 
partner Rob Tapert. DARK- 
MAN was going to be devel¬ 
oped for television. And I did a 
couple of scripts as a favor for 
Rob and Sam, but they weren’t 
picked up. That’s the only TV 
I’ve ever done. 

The graphic novel of Virus 
was written and launched dur¬ 
ing this period. “After Virus, I 
worked on stuff like GREEN 
HORNET—they threw my 
draft out!” he added with a 
laugh. “You know the deal. 
That’s the way it goes. No tears 
out of my eyes. Then I also did 
THE JACKAL for Universal ” 

Despite Pfarrer’s work in Holly¬ 
wood, bringing VIRUS to the big 
screen was no easy journey. “I’m at 
Universal and I go to the 4 Black 
Tower’—that dreaded structure in 
Hollywood. I get the ol' pitch ma¬ 
chine out, and I say, ‘How about 
this!’ I pitch VIRUS. And they say, 
‘How about get out of the build- 
ing! 
Even after credits on successful 

films? “Oh sure! You’re nobody, Bud! 
You’re a Teamster with a typewriter. You 
can't take this personally. If you did you’d 
jump off a bridge! You know, in Holly¬ 
wood, you go in and pitch to some produc¬ 
er, and they want to do it. When you leave 
the office, it’s their idea. And if they say, 
‘What about a character who’s a giant 
tomato?* and you think that’s the stupidest 
idea in the world, still you put it in. The 
whole thing is suddenly theirs. 

“The writers are the only guys in the en¬ 
tire industry who start with blank paper. 
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M| pitched the idea to the studio, and they 
said no.... After it came out as a four-volume 
comic, selling 400,000 copies, we went back 
to Universal, who ‘always loved that idea!’” 

Kit (Curtis) prepares to confront the alien life form aboard the Infected 
Russian tracking vessel, changed from a Chinese ship In Pfarrer's original. 

You turn on the Tonight Show 
and there’s some talking prop 
sitting on the couch saying, 
'When I came up with this 
character...!’ You didn’t come 
up with anything. Bud!" 

So how did Pfarrer come up 
with this idea? “Jim Beam and I 
came up with this idea!" he said 
with a laugh. “The idea hit me, 
and 1 took it into the studio 
where 1 have a deal. I pitch it, 
and they say no. So I go 
4Hmm,’ and return to the bun¬ 
galow and say, 'I don’t think 
that story’s so bad.’ “1 had writ¬ 
ten a sequel to John Carpenter’s 
THE THING for Dark Horse 
Comics. So 1 called Mike 
Richardson. He said ‘Great, 
let’s do it!’ Virus came out as 
four volumes, each selling 
100,000 copies for a total of 
400,000 copies. I realized we 
had been vindicated slightly. So 
instead of going back to Uni¬ 
versal, I went to Gale Ann 
Hurd. I said, ‘400,000 people 
bought this. Do you get it?’ She 
got it. 

"Then we went back to Uni¬ 
versal: ‘Great idea! Always 
loved that idea! Just think it’s 
super! Let’s do it!’ Then we go 
into what’s called ‘Development Hell,’ and 
the movie comes out three years later.” 

In VIRUS, the crew of an ocean tug 
caught in a storm finds refuge on an aban¬ 
doned Russian research ship—which har¬ 
bors something. “This is completely con¬ 
temporary. It’s an F.S.U.—Former Soviet 
Union/Russian—vessel. The Soviets had a 
number of satellite tracking ships [used for 
navigation, etc.). Their technology was not 
good enough to cover the Earth as ours is. 
So they had to position ships in the oceans. 
These ships now have been converted to 
space research, etc. There’s one in partieu- 

Steve Baker (Baldwin) surveys his surroundings 
after taking refuge aboard the Russian vessel. 

lar that I modeled the movie one on, the 
Cosmonaut Yuri Gar gar in, a real ship. 

“Before the movie starts, this Russian 
ship is out there beaming messages into 
space and listening. And they get a message 
from outer space. They’re flabbergasted. 
They put the message into their computers 
to decipher it. But what they don’t know is 
it’s not a message. It’s a digital life-form. 
It’s a very interesting little thing. If it’s in 
your Macintosh, it can’t do anything. If it’s 
in a piece of machinery that can actuate it¬ 
self, it will start to build machines. Its pur¬ 
pose, like any virus, is to replicate itself. 
Before our heroes enter the picture, the 
Russians begin to realize that their ship is 
going nuts. Their lab deck has been turned 
into a nuclear-powered haunted house. 

“And this thing has a very nasty habit. If 
it needs to see something, it will find a 
video camera and plug into it. If it can’t 
find a video camera, it’ll take a human eye¬ 
ball! If it needs to pump something, like hy¬ 
draulic fluid, it has to get a pump. But if it 
can’t find a pump, it’ll settle for a human 
heart! It’ll use body parts or machine parts. 

“Well, the Russians realize what's going 
on, and they destroy every single radio on 
the ship. Every uplink, everything they can. 
They abandon the ship and set demolition 
charges—in a force 5 typhoon! Simultane¬ 
ously, the commercial towing vessel Elec¬ 
tro is towing a cargo barge across the Pacif¬ 
ic, and through the incompetence of her 
captain they foul their towline and lose 

their tow. Well, the next day 
they’re looking for their barge. 
Of course they can’t find it, and 
they stumble upon this ship 
abandoned in international wa¬ 
ters. So, if you put a tow line on 
it, it’s yours. 

“So these guys get on the 
ship and try to salvage it, and of 
course they wind up turning on 
some of the machines that are 
turned off and they wind up 
facing the virus. And the virus’ 
agenda is to take over enough 
of the ship to fix the satellite 
uplink and beam itself into the 
satellite network. And from 
there to everything on the plan¬ 
et.” 

"The ship we filmed VIRUS 
on was the General Vanden- 
berg, which was laid up in the 
James River in Virginia. I saw 
the ship when it was being laid 
up. That was one of the things 
that triggered this idea, because 
I thought, ‘Man, that’s such a 
cool ship! What can we do with 
a ship? What story can I tell 
about a ship like this?’ And I 
know the Russians still used 
ships like this, so.the story sort 
of reverse-engineered itself in 
my brain.” 

And a mind like Pfarrer's doesn’t rest. 
"I’m going to be directing something next 
year . You know what? Now I'm at the 
point where I can’t complain about any¬ 
thing. Next time I’m going to mess it up 
myself! It’s called ALONE. It’s about an 
astronaut who crash lands on Mars. We’re 
going to simultaneously do a feature film 
and also an interactive movie that’s going 
to come out on CD-ROM and DVD.” 

Sounds like it could star Paul Manatee 
and be called ROBINSON CRUSOE ON 
MARS. “I’m probably going to be getting 
Christmas cards from him!" Pfarrer chuck¬ 
led, acknowledging his intentional homage. 
“It takes place in 2027. Remember just a 
couple weeks ago the Pathfinder quit trans¬ 
mitting back to earth. The reason, in our 
movie, is that the Pathfinder rolled over to 
a rock, picked it up, took a picture of it and 
carbon-dated it and it was a 3-billion-year- 
old human skull! You don’t think that 
NASA would tell you that, would you? 
Well, in the story, they didn’t tell anybody 
and they didn’t tell that astronaut. He gets 
down there and becomes part of the prob¬ 
lem. There was an accident on the manned 
orbiter and the one guy who wasn’t briefed 
on this issue is now down there wandering 
around in the biggest mystery in the secret 
of mankind. So they convince the other sur¬ 
vivors in the orbiting platform to launch a 
probe, ostensibly to locate this guy, but the 
probe’s trying to kill him. 1 hope this will 
come out and be a good one.’’ 0 
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Kit (Curtis) ts tortured by the alien 
life form, which wants to extract 

Information about its human enemies. 

to the North Pacific above the 
Columbia River. For VIRUS, I 
found the Ben tic Explorer, The 
hulls were in a storage facility 
in the desert. I bought them and 
modified them into a ship that 
we'd found—the 550-foot Hoyt 
S. Vandenberg, which was a 
satellite tracking ship that was 
about to be scrapped. It was in 
the James River fleet. So we 
modified the bridge to look 
Russian. So all the video 
footage and all the stills that I'd 
taken on the TITANIC dive of 
the Academic Keltish were use¬ 
ful. And we modified the Bentic 
Explorer miniature which was 
at the time 45-foot into this 
ship, which was 50-foot." 

Add to this mix a hurricane. 
You would think that Bruno had 
had enough of hurricanes while 
working on TITANIC. "We shot 
the opening of the movie by 
putting the ship out in the ocean 
in Malibu. We shot it at dawn. 

Then we had to figure out how 
to do this storm. So I got my old 
friend Gene Warren—he 
worked on THE ABYSS, too— 
and I asked him how we could 
generate a wave bigger than 
three feet. Finally he designed a 
tank. We put some money up to 
have him develop a hundred- 
by-hundred tank that would 
generate a six-to-eight-foot 
wave, which operates like a big 
toilet. It’s a big 35-foot high 
tank that dumps the water. 

"The opening minutes of the 

movie is in a full-on hurricane. 
It’s a big deal. We have 6th 
scale models of this big ship 
and this hurricane. It looks fan¬ 
tastic. We had to build all that to 
do this movie. And we needed 
wind machines that would blow 
100 mph plus, which I got out 
of a place in Florida. A place 
that made big vertical fans that 
suck the air out of production 
facilities. You take those fans 
and lay them on their side and 
they'll blow wind horizontally 
at 100 mph.’’ 

The MIR space station Is besieged by the alien life form, which then beams itself aboard a russian tracking vessel. 

electing a cast to subject 
to this storm was a high 
priority for Bruno. "The 
biggest thing that I kept 
stressing through the 

casting process...I kept saying 
the best cast film I ever saw was 
THE WILD BUNCH—you 
knew who everybody was by 
looking at them. I wanted all 
these people to be real, and I 
wanted the actors to be the peo¬ 
ple for real. Like, this person re¬ 
ally isn’t going to act, because 
he is that person. The first per¬ 
son I thought of for the charac¬ 
ter of Foster, a strong female 
character, was Jamie Lee Cur¬ 
tis. I had no idea if she'd do the 
film, but I kept stressing her be¬ 
cause when we did the heli¬ 
copter scene in TRUE LIES 
where the bridge blows up and 
Arnold reaches down and grabs 
her and they fly across the gap 
in the bridge, Jamie saw the 
dailies of that with the stunt 
person and she begged Jim to 
let her do that—instead of 
shooting her over a green 
screen and dropping in the 
background. I never forgot that. 

‘'When I talked to Jamie, I 
was thinking of scenes I wanted 
to see in one of these films: 
people in water, people in fuel 
oil, people in storms and a hur¬ 
ricane, 100 mph winds, dump 
tanks, being pursued by 12- 
foot-high 12-foot-wide robotic 
creatures that are for real—hy¬ 
draulically operated. And she 



Steve Johnson’s XFX, Inc., brings the 
bio-mechanoid monsters to life. 

By Chuck Wagner 

You like monsters? VIRUS 
has got them. Lots of them, in 
all shapes—sometimes shifting 
shapes—and sizes. The compa¬ 
ny behind many of the monsters 
is XFX, Inc., headed by Steve 
Johnson, who explained: 

“We took our initial ideas 
from the script, of course, be¬ 
cause it’s a fairly specific hy¬ 
brid of machine and man. In 
that respect, it's kind of like a 
modern-day Frankenstein with 
re-animated corpses, but 
they’re re-animated with me¬ 
chanical parts, instead of being 
brought back to life with elec¬ 
tricity and magic. We did reams 
of designs. We designed and de¬ 
signed and designed. And the 
interesting aspect of the design 
process is that we had to begin 
with the droids, which were 
small ones. We made about 12 
small robots out of parts that 
might be found on a research 

vessel. In their sum total, they 
looked like something that ex¬ 
isted in the real world: a crab 
droid; a spider droid—that kind 
of thing. They were emulating 
life forms, but doing it with ex¬ 
isting mechanical parts. The 
largest ones were maybe two- 
and-a-half feet and they ranged 
down to 12 inches. We made 
three of them that were absolute 
free walkers. They walked 
around via remote control.” 

Considering the intent of the 
film—to terrify—a crab droid 
and a spider droid don't sound 
too lethal, yet.... ‘ They’ve all 
got different devices," Johnson 
explained. “Like one has a nail 
gun built into it that can fire 
nails. Another has a saw blade 
built into it. There’s a flying one 
that can shoot electrical impuls¬ 
es. They all have their own 
weapons.” 

Johnson continued, “After 
that, the droids get together and 
decide that’s not the optimum 

life form for this planet. They 
see humans walking around and 
decide, ‘Hey! I want to make a 
human!' So they get together, 
kill the people on the ship, and 
then use the parts of a human 
that they find workable and ma¬ 
chine the rest of the parts.” 

This is the fate of the origi¬ 
nal Russian crew on the deso¬ 
late tracking ship which forms 
the setting of the movie. It is 
here that an unsuspecting 
American tug crew will find the 
creations of the alien energy be¬ 
ing. 

"So they basically make su¬ 
per human beings: half-human, 
half machine,” Johnson said. 
“These creations are human- 
size, about six feet tall. We 
made three or four of those, the 
most interesting being a full hy¬ 
draulic robot that was a combi¬ 
nation pneumatic, remote con¬ 
trol, and hydraulic, that was ac¬ 
tually capable of walking and 
having every point of move¬ 

ment that a human being 
has. And it was controlled 
with a really interesting 
set of controllers. Basi¬ 
cally, it was a telemetry 
system. We would strap 
on potentiometers and ac¬ 
tivators to a person. As 
the person moved, radio 
signals went to the robot, 
activating the same 
movements in the robot. 
So it was a real-time, re¬ 
mote-control telemetry 
system which worked out 
really, really well." 

A robot walking on two 
legs? “One of them did, 
yeah. It did have a bow 
mount in the back to take its 
weight, but it was a pretty 

Bvhlnd the scenes, ffrst-tlme director John Bruno and actor Marshall Bell 
(TOTAL RECALL) examine one of the blo-mechanold creatures created by XFX, Inc. 

Richie (Sherman Augustus) faces off 
with the mysterious alien lite form. 

powerful piece that walked. Now 
MIT has a robot that can walk up¬ 
right unaided but it’s much less ex¬ 
pensive for motion picture purposes 
to digitally remove the mount in the 
image." 

In addition to complex me¬ 
chanical effects, Johnson’s 
company did a large number of 
other physical effects, including 
make-up. “We handled the bio- 
mechanoids [the human-sized 
robots], all the droids Jabout 17 
robots], and all the make-up ef¬ 
fects for the film—people get¬ 
ting wounded, people getting 
hurt. We did about 30 dead peo¬ 
ple for the machine room shop. 
We had quite a chunk of work. 
Dead Alexei was about 400 
pounds and the most complex 
of the bio-mcchanoids. We also 
did a fully-robotic one for the 
Donald Sutherland, bio- 
mechanoid scene. That effect 
was a combination of the actor 
in make-up for the close-ups, 
and the fully robotic one for the 
long shots, so you could see he 
had totally human-looking 
legs.” 

No CGI was needed for 
these particular effects, which 
were built to operate on the set 
almost as if they were the real 
thing. “Just about any material 
is used, depending on what they 
were built for,” said Johnson. 
“Most of them were made of 
aluminum or steel and electron- 
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In the movie, Marshall Bell 
gets his head ripped off and 
guts pulled out. “Something 
like that, yeah,” Johnson al¬ 
lowed. “We did a severed head 
that’s seen later in the film. For 
the actual death scene, we built 
a false body so that one of the 
robots could shove his arm 
through it and then toss it across 
the room about 12 feet—some¬ 
thing a stuntman couldn’t really 
do!” 

Johnson added, “One of the 
other really interesting things 
we do, is that at one point the 
Alexei robot is basically deacti¬ 
vated. Then the crew—Jamie 
Lee Curtis, Billy Baldwin, and 
the others—take it into the chart 
room and try to figure out what 
it is because they don't know 
yet. Then, as they’re probing 
around in its brain, they reacti¬ 
vate it and it goes berserk be¬ 
cause it’s wounded. The me¬ 
chanical portions rip out of the 
human portions. So there’s a 
squeaking mechanical thing 
running around the room, until 
they shoot it to death. Then, in 
an interesting piece which we 
did as a series of effects, we see 
switchblade knives unfold out 
of the actor’s mouth, and then 
they flip over backwards, grab 
onto his head like a spider, and 
start to force his head down un¬ 
til they split his jaw open, and 
then the skull pulls out of the 
guy’s head, a saw blade comes 
from within the actor, saws his 
sternum all the way down to the 
navel, and then the mechanical 
spine lifts up and out. So you 
end up with kind of a shaky 
spine with a skull head and 
switchblade knives on it! Of 
course this was all animatron- 
ics. No live actor, even at the 
start.” 

Not exactly a film for the lit¬ 
tle tykes. Judging from John¬ 
son’s comments, we needn’t 
worry about not having a grue¬ 
some, scary film to see this 
summer. 

would redress them—put crab 
claws, rat bones, pieces of flesh 
wrapped around pliers, etc. on 
them. Then when we shot them 
again, they would look even 
worse. But we used fake claws, 
fake bones, fake flesh. We were 
able to redress them several 
times so it looked like, in the 
film, there were many more 
than there were.” 

Though Johnson would not 
discuss budget specifics, he ac¬ 
knowledged that his share of 
the overall budget was “defi¬ 
nitely into seven figures." 

XFX also did a lot of effects 
related to the actors. “Julio Ma- 
choso played one of the bio- 

mechanoids that was more hu¬ 
man-based than robotic. So we 
were able to do him as a series 
of mechanical prosthetics. It’s 
as though mechanisms were 
built right into his flesh. And 
we did do a puppet version of 
him as well. There’s a sequence 
where he rams through a door, 
and we really wanted to get him 
to attack the door pretty violent¬ 
ly, and we didn't feel we could 
do that with the actor. So we did 
a puppet of him to ram through 
the door—and then he gets shot 
to pieces, so we really blew the 
robot up itself." 

Ramming through doors? 
These creatures sound almost as 
dangerous in real life as they 
are in the film. “They were very 
dangerous on set, because they 
were hydraulic. If there had 
been any glitches in the system, 
and something had moved that 
wasn’t intended to and someone 
was near it, they would have 
been hurt. We took safety pre¬ 
cautions. We had a flashing red 
light when the robot was acti¬ 
vated, and put a memo out to 
the crew basically telling them 
to treat these like there was a 
wild animal on set! But we did¬ 
n’t have any problems with our 
stuff.” 

Dave Snyder adds finishing cosmetic touches to BtoAlexi, a hydraulic full-body 
puppet based on conceptual designs by Talshlro Kiya and Kerry Gammill. 

Steve Johnson's XFX. Inc., created full-scale versions of the alien-constructed 
robots that could be operated and controlled in real-time, on the set. 

ically operated with remote 
control. Some of them had rod 
functions for gross body move¬ 
ments, depending on what they 
were built and designed to do. 
A lot of them were free-walk- 
ers, and we got quite a lot of 
free movement out of those. 
The human-size ones were hy¬ 
draulic, basically. The hydraulic 
functions were controlled elec¬ 
trically through the telemetry 
devices. Real state-of-the-art 
systems. 

“The hydraulic ones all had 
hydraulic lines coming out of 
them," Johnson continued, “but 
luckily in this film the power 
source for all the robots— 
whether the giant Goliath, the 
Alexei, or the small droids— 
are all connected to the ship’s 
mainframe computer. So 
they’re all walking around on 
umbilicals anyway, which real¬ 
ly helped us out—the umbili¬ 
cals are part of the story. Even 
the flying bio-mechanoid still 
has cables coming out of it.” 

Yet there is an organic com¬ 
ponent to many of these crea¬ 
tures. This was accomplished 
without resorting to strap-on- 
beef-heart or some other such 
grotesque technique. “With the 
small droids, we did different 
versions: we would shoot them 
as completely mechanical ver¬ 
sions, and then we’d take a cou¬ 
ple of days down and the crew 

EVEN MORE MODERN PROMETHEUS 

“It’s a fairly specific hybrid of machine and 
man,” said Johnson. “In that respect, it’s like 
a modern-day Frankenstein, but the corpses 

are reanimated with mechanical parts.” 
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Phil Tippett was called in to provide last minute affects, including walking robots. 
Goliath, the film's biggest threat, attacks the computer room aboard the Russian 

vessel (top) and confronts a hapless crew member (middle). Bottom: Baker 
(Baldwin) Is surrounded by crackling energy as he prepares to attack the alien. 

PHIL TIPPETT 
CGI teaches the robot 

invaders to walk. 
hi) Tippett. Tippett Stu¬ 
dios. Increasingly these 
names mean the same 
thing to movie-goers 
today that names like 

John Wayne and Steve McQueen 
used to mean: an action-packed 
time at the movies. CG creations 
like the Bugs of STARSHIP 
TROOPERS arc now principal ac¬ 
tors in a variety of films. 

Although VIRUS chiefly uses 
physical effects, there’s still a role 
for Tippett and his CGI wizards. 
“We did what was called the Go¬ 
liath monster animation," Tippett 
explained. “The culmination of the 
alien energy, which invades the 
ship, makes little machines that 
make bigger machines that invade 
the humans, culminating in this 
horrendous mish-mash of metal 
and flesh. We did a number of oth¬ 
er kinds of shots: visual effects of 
lightning arcs, explosions, and that 
kind of thing. There’s also the 
manifestation of the VIRUS crea¬ 
ture as an electrical energy source, 
so there were a number of other 
shots that we did where you don’t 
actually see the giant robot, but 
he’s coming." 

A massive, physical Goliath 
was made for use on-set, but it 
wasn’t sufficient to fulfill all the 
needs of the story, necessitating a 
computer-generated version for 
some shots. “The Goliath CG 
model was put together by Craig 
Hayes, the head of our art depart¬ 
ment and co-supervisor of visual 
effects,” said Tippett. “Craig went 
about building Goliath by having 
the full scale props sent up here, 
and then, meticulously, measuring 
those props and building each part 
in the computer.” 

Measuring? The thing weighs 
thousands of pounds and stands ten 
feet high! “It’s huge, and 1 think 
that there were well over 500 
parts," Tippett recalled. “You use a 
ruler and some calipers, and you go 
in there and photograph the thing 
and make the measurements and 

build the parts. It was an incredible 
amount of work. We started actual 
computer construction of the Go¬ 
liath model while we were wrap¬ 
ping up TROOPERS. It took 
months and months and months. 
Our models are then built with 
Softimage. It’s just a matter of get¬ 
ting primitive objects and then 
pushing and pulling points. Occa¬ 
sionally, a particular part may be 
digitized—put it on the stylus and 
break it down. But most of the parts 
were actually eyeballcd and mea¬ 
sured. There were some drawings 
from the Goliath designers [Eric 
Allard Studios] that helped, but 
Craig is usually quite meticulous in 
making sure that things translate in¬ 
to an apparent photographic medi¬ 
um, the digital medium." 

Tippett allowed that the CG 
Goliath “was definitely the most 
complicated model we’ve had to 
build at Tippett Studios. VIRUS 
for us was, in many ways, what is 
characterized in the racket as a 911 
call. What happened was, as they 
were wrapping up post-produc¬ 
tion, they realized that the full- 
scale prop was not going to deliver 
all the action that they needed. 
And they covered themselves by 
shooting a lot of empty photo¬ 
graphic background plates and 
cobbled the sequences together 
from that.” 

Just what kind of movement is 
needed here? Without giving away 
too much, how docs Goliath get 
about? “It walks along on four 
kind of crab-like legs. It’s sort of a 
cross between a tractor and a lathe 
or mill. Lots of moving parts, like 
a Swiss Army knife." 

And by all accounts some of 
the parts are quite nasty. So, with 
the help of Tippett Studios, you 
can make the elephant, or in this 
case, Goliath, dance. “With all this 
stuff," Tippet said, referring to his 
shop and the amazing technology 
and skill involved, “you can do 
whatever you want, given the time 
and the money." Chuck Wagner 
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EMERGENCY EFFECTS 

“VIRUS for iis was a ‘911 call/” said lippett 
“They realized the full-scale prop was not 

going to deliver all the action, so they shot 
a lot of empty background plates.” 

just said. Til take a few bruises 
on a film like this, but I really 
like the idea of it. Why not!’ 
Not every actress—not every 
actor—is going to say that.” 

Tracked down on the set of 
HALLOWEEN H20. Curtis ex¬ 
plained her reason for exposing 
herself to VIRUS: “What at¬ 
tracted me was that it is actually 
an exciting story. It’s based on 
these comic books, which they 
sent me. I'd never done any¬ 
thing like that; l’ve never been 
in a sci-fi movie in my life. And 
the money was good, and the 
opportunity, timewise, was 
good for me. and that’s why I 
did it. It was physically very 
challenging, and I worked real 
hard to make my part of it good. 
The sets are unbelievable. It all 
takes place on this big ship. It’s 
far out.” Asked if she was con- 
templating comparisons to 
ALIEN-star Sigourney Weaver 
while considering the role, Cur¬ 
tis said emphatically, “No, not 
at all. I had no delusions of 
Sigourney Weavcr-ness; that's 
not my ticket.” 

Co-star Joanna Pacula (THE 
KISS) likewise demurred when 
asked whether she and Curtis 
were replicating the Ripley-like 
female warrior image of pro¬ 
ducer Gale Ann Hurd’s 
ALIENS: "You know what?” 
she laughed, “This is an action 
film, so we all have guns!” 

Pacula added, “I play a 
Russian scientist on the Russian 
ship who survived,” said Pacu¬ 
la, her accent mellifluous to the 
ear. “I’m the only survivor of 
the prior ordeal until the Ameri¬ 
cans get there...and then I don’t 
survive the movie!” 

Her character may not sur¬ 
vive, but Pacula herself man¬ 
aged to weather the rigors of 
the production, which included 
wind, rain, and immersion in 
fuel oil. “Strangely enough, it’s 
not as bad as you think,” she 
said. “Because it’s a real thing. 
I’d rather do the real stuff, and 

be blown by a real wind, than 
pretend. It was demanding 
physically, but I don’t mind 
that. I actually quite enjoy that. 
Bumps and bruises come with 
the territory.” 

Along with the territory 
came a chance to work with 
Curtis. "Jamie’s terrific. She’s a 
very friendly person to work 
with, and she brings a lot of en¬ 
ergy to the project. Working 
with her was a great experi¬ 
ence.” 

Regarding Curtis' character, 
director Bruno added, “She’s a 
roughneck, and I’ve been trying 
to soften her up through the 
editing process. I want her to be 
more female and more real all 
the time. I like Jamie, and I 
want her to look good—she’s 
the star of the movie, but she’s 
very gracious. It’s a character 
piece w ith a group. Basically, 
when you sec this group, they 
belong together as the crew on 
this tug. They totally fit.” 

One of the actors fitting into 
the group was Marshall Bell 
(TOTAL RECALL). “The stars 
are Billy Baldwin, Jamie Lee 
Curtis and Donald Sutherland,” 
he explained. “Donald’s the 
captain. Then there’s the other 
five of us, and we kind of pair 
off. I pair off with a black actor 
named Sherman Augustus, and 

Above: Tom Gibbons animates the 
motion input device for a CGI robot 

that will be inserted into a background 
plate. Inset: effects expert Phil Tippett. 

we go off down winding tun¬ 
nels. My character’s name is 
Wood—and I’m the helmsman 
of the boat. Well, I die...and, 
oh, boy, do I see what kills 
me!” 

Unlike DEEP RISING, 
which utilized an almost totally 
CGI creature, the robots of 
VIRUS arc physically present, 
more like the “real’’ squid in 
20,000 LEAGUES. “I would 
rather have the rubber squid [in 
20,000 LEAGUES) get me,” 
said Bell. "Trust me. I’m telling 
the truth. I die way more horri¬ 
bly than did my counterpart in 
the comic book." 

he key factor of VIRUS 
is the enemy: an energy 
being capable of bring¬ 
ing machinery and tissue 
to life in a variety of hor¬ 

rific concatenations. VIRUS re¬ 
quires full-size creatures of var¬ 
ious unspeakable types. 
“There’rc a couple of main 
creatures,” said Bruno. “And 
there’rc stages. There's one that 

we call the eight-footer, which 
is sort of one of the minions. 
It’s at least seven feet tall. One 
day, the creature was behind a 
door on a big crane arm. It en¬ 
ters the movie through a steel 
door by tearing it apart. 

“The actors hadn't seen this 
creature,” Bruno added. "They 
didn’t know what it was. Don¬ 
ald Sutherland was actually up¬ 
set by it when he saw it. We 
swung it in, and then he was 
gone. Marshall told me later, 
‘You know, Donald was com¬ 
pletely crushed.’ He’d turned 
and walked off the set; it 
freaked him out. It kills Mar¬ 
shall Bell in the story. Joanna 
Pacula...! walked her in there 
to look at it. She stood and 
looked at it for awhile by her¬ 
self and came out emotionally 
upset.” 

Pacula herself had a differ¬ 
ent account of her confronta¬ 
tions with the full-size hybrid 
monsters made of tissue and 
machinery, driven by the alien 
plasma presence. "It was actu¬ 
ally very interesting, because 
they're computer-controlled 
machines with hydraulics and 
all that,” said the actress. “I did¬ 
n’t know much about it—I still 
don’t know much about it. I un¬ 
derstood some, and it was un¬ 
believable to watch and realize 
that such things could be built. 
They did an incredible job 

Joanna Pacula stars as Nadia, chief science officer on the Soviet research vessel. 



building that stuff.” 
Whereas Fay Wray had to 

imagine her “tall and dark lead¬ 
ing man” in KING KONG, 
Pacula’s actually found it much 
easier to work with life-sized 
working models. “Totally,” she 
laughed. “It’s always easier, 
yes, instead of imagining, be¬ 
cause when you start imagin¬ 
ing, ‘Oh, how big this is,’ it’s 
always easier to have some¬ 
thing which at least is as close 
to a substitute as possible.” 

To the cast, the full-scale 
models may have been an ef¬ 
fective substitute, but there was 
one regard in which they didn’t 
quite satisfy the director. “This 
is a $40 million plus movie," 
explained Bruno. “It’s all on the 
screen, but there’s one thing 
these things wouldn’t do: I 
wanted them to walk, but they 
didn’t walk—which got me in 
trouble,” he laughed. “Enter 
Phil Tippett. The various large 
creatures are divided into the 
seven-footer, which is a puppet 
and a hydraulically-operated 
torso. 1 mean they all have mul¬ 
tiple arms and multiple things 
on their faces. Swiss Army 
knife faces with little drill bits 
and claws. And then there’s the 
Goliaths, which were 12 feet 
and bigger depending on 
whether they stood up. There 
were two of those, and we made 
them look like a lot of them. 
They wouldn't run down a cor¬ 
ridor because they weighed 
five-six thousand pounds. But 
he made them do that! In those 
scenes with Goliaths—other 
than one scene when Jamie gets 

Donald Sutherland (THE PUPPET 
MASTERS) stars as Everton, captain 

ot the Ill-fated tug boat. Sea Star. 

THE TOUGHEST TEST SCREENING 

“When Jim was mixing TITANIC, I brought in 
VIRUS,” said Bruno. “I wanted to show it 
to Phil Tippett. Jim said, ‘Show it to me.’ 

I thought, ‘Aw, shit, what if he hates it?’” 

Before turning to directing, John Bruno (seen at right) worked on special effects 
for several James Cameron Alms, including TERMINATOR 2 (above). 

grabbed and tortured for infor¬ 
mation by one of them—there's 
nothing there.” 

The enemy entity plays with 
flesh, as well as machines. “I 
called those bio-mechanoids," 
Bruno said, with a certain glee. 
"Those arc the human-like ro¬ 
botic characters. They’re part 
man, part machine. Our little 
character Squeaky, played by 
Julio Machoso, is the first one 
of the crew to disappear. Sieve 
Johnson did this fantastic make¬ 
up job on him. It was a six- or 
seven-hour make-up that he had 
to wear twice. We shot for two 
days. Part of this is a camera 
system that works right over his 
eye. It looks like you’re looking 
right into his brain. Julio did not 
like wearing makeup, because it 
was pretty gross. And then 
there’s a puppet of him also. 

“I’m so happy with what 
Steve Johnson’s company did,” 
Bruno continued. “Steve and I 
wondered, ‘What would make 
something look really gross?’ 
He gave me this book on human 
anatomy and dissections on 
corpses, and the only thing that 
looked really gross was when 
they peeled the skin off every¬ 
thing and you just had muscle 
and veins. So I told Steve: 
‘Everybody’s going to be that!’ 

The "gross” factor was a 

strain on the actors. “Some days 
(on VIRUS), I required a fair 
amount of make-up," said Bell. 
“I had to have life-casts made. 
You could do a whole story 
about how freaked out I get un¬ 
der the alginate. The make-up 
was mainly thoracic stuff. My 
death is extremely horrible. 
We’re talking about alimentary 
canal stuff being rammed out, if 
you get my drift.” 

Fortunately. Bell had some 
experience with make-up. "1 was 
pretty lucky. It wasn’t my 
longest time in the chair. I had a 
nine-hour make-up on TOTAL 
RECALL!” said the actor, who 
in that film played George, the 
man with a Siamese twin em¬ 
bedded in his abdomen. “On 
VIRUS 1 often got to wear a 
sling. You know, you step into it 
and it gets all bloodied up. But I 
had some glue-ons and make-up. 
And then I get shot in the shoul¬ 
der with a nail gun. I have nails 
slicking out of me all the time.” 

Marshall Bell also had a pup¬ 
pet made of him. "Oh, Marshall 
loses his head,” Bruno said mat- 
tcr-of-factly. "We started getting 
very gross. There’s a character 
we called Bio-Alexei, who’s 
one of the Russian crew. He’s 
the first one that our heroes ac¬ 
tually get and study, trying to 
figure out what’s going on. We 

made a lot of that stuff, robotic 
droids. Then it happens to Don¬ 
ald Sutherland’s character. He 
becomes one of these things." 

o far Bruno is satisfied 
with his feature-direct¬ 
ing debut. “We’ve had 
two previews. They’ve 
all been positive, which 

actually threw everybody in the 
studio, because women like the 
film. Jamie comes across really 
well. Joanna Pacula—she is a 
Ripley-esque character. It’s nice 
to hear all the guys saying 
‘Who's the fox?!’ She’ll love to 
hear that. She comes off really 
well in the movie. So women 
seem to like the film a lot. They 
also think it’s really gross!" 

The audience previews may 
have gone well, but there was 
another screening that was an 
even bigger concern for the di¬ 
rector. “I will share my biggest 
fear—it’s really scary," Bruno 
related. "And it’s not the usual 
pressures: are you going over 
budget, docs anybody like you, 
etc. When Jim was mixing TI¬ 
TANIC at Skywalker Sound, he 
called me up and said, ‘ I Icy, 
come on up here.’ So I brought 
the film. I wanted to show it to 
Phil Tippett and the visual ef¬ 
fects people, get them excited 
about it. That’s how it was done 
for me. I’d sec the film and re¬ 
alize I was part of it. 

“Well, Jim said, ‘Show the 
film to me.’And I thought, ‘Aw, 
shit! What if he hates it?’ And I 
showed the film to him. I sat 
there in the back, and he sat in 
the front in the big Lucasfilm 
theater up there in Skywalker 
Sound. We watched the whole 
movie, and I just sat there melt¬ 
ing in the back! And he got up 
and looked at me and said, 
‘Well, you did your home¬ 
work!’ lie loved it! He’s a hi 
supporter. So then, he said, 'But 
maybe it’s not so good that I 
make phone calls in your be¬ 
half. You associate yourself 
with me or vice versa, if TI¬ 
TANIC tanks, you go down 
with it. We all go down togeth¬ 
er.’And I went, ‘I’m not wor¬ 
ried about it.’” 

Bruno’s faith in TITANIC 
proved well-founded. His faith 
in VIRUS will be tested in Au¬ 
gust. □ 

Douglas Eby contributed to 
this article. 
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PRODUCTION 

DESIGN 
Director John Bruno on production designer Mayling Cheng's set lor the 

computer room, where parts and pieces are assembled to create the robots. 

Setting the stage for 
the film’s big star. 

t 5’ 6" tall, slender, and 
J BI from a traditional Chi- 
b| nese background com- 
I 1 plete with girls' school. 

^ ^ Mayling Cheng is the 
last person you would expect to 
find designing a big-budget, sci¬ 
ence-fiction-horror picture like 
VIRUS. 

How did she get here? "1 had 
worked on TURBULENCE, 
which was very complicated with 
a lot of gimbal work and mechani¬ 
cal hardware, which I’m very good 
at.” she explained. “Through that 
film. I met John Bruno. John 
Bruno wanted a new designer with 
a different look. I guess he took a 
gamble on me! Maybe being Chi¬ 
nese helped; 1 don't know.” 

Born in a province outside 
Chun King, Cheng studied mathe¬ 

matics in Taiwan, then switched to 
art when she came to the United 
States (“because my English was 
so bad.” she says, in a charming 
accent that is now quite fluent). 
“Scientists, doctors and mathe¬ 
maticians all practice a form of art 
anyway," Cheng explained. “The 
creativity parallels are there in this 
century. I started off as a double 
major in math and art. Slowly, I 
leaned to art. Maybe it was work¬ 
ing left brain to right brain. I look 
architecture because that combines 
art and mathematics." 

But it wasn't her goal to be a 
production designer. “When I was 
a student, Orson Welles—just be¬ 
fore he passed away—was looking 
for an architectural student to do 
some models and drawings for 
him. So I went to the interview and 

was very fortunate to work with 
him for three months. He was go¬ 
ing to do a project called THE 
CRADLE WILL ROCK. I was go¬ 
ing to be his art director on this 
project, which was to be an autobi¬ 
ography of himself. It was a disap¬ 
pointment when he passed away, 
but I think I learned spatial think¬ 
ing from him. I learned a lot in the 
three months I was with him.” 

VIRUS takes place practically 
entirely onboard ships. “We had to 
build the Mir space station. We 
were dealing with tug boats, with 
water and gimbals, with large 
ships. My job is sets. I built a pilot 
house—the bridge of the tug boat. 
We put that set on a gimbal, which 
we ran hydraulically with a com¬ 
puter to make it look like it was on 
water—and on water during a hur¬ 
ricane. We had miniature models 
that weren’t miniature. One was 

40 feet, even though it was called 
miniature, but the real boat was 
about 800 feet long.” 

The science-fiction nature of 
the film created special problems 
for the production design, which 
had to take into account what sort 
of objects would be passing 
through the sets. “We had bionic 
creatures.” she said. "I didn’t de¬ 
sign the robotic creatures; two spe¬ 
cial effects houses did. One was a 
ten-footer we called Goliath. The 
challenge is trying to take the ro¬ 
bots into consideration: how tall 
he stands, how wide he swings. 
When you make your set, your pri¬ 
ority changes. Accommodation of 
these creatures becomes a priority 
because they run on tracks and use 
hydraulics and power." 

Goliath, for example, weighs 
tons. “It’s like you take a station 
wagon or small tank and run it 
through your set! It was a new type 
of challenge for me because all this 
happens inside a vessel. Imagine 
that you have to feel you’re on the 
water while this goes on. This ten 
feet by ten feet creatures sits in 
your set. What do you do to house 
this creature while at the same time 
your set doesn’t look like a palace? 
That's what I constantly battled 
with, but it turned out okay. The set 
looks good.” 

After VIRUS, Cheng’s next 
project will be GLORY. GLORY 
with Ang Lee—a Civil War period 
piece. “1 don’t run into a lot of oth¬ 
er women on these films,” she ad¬ 
mitted, regarding her tendency to 
end up on macho action pictures. 
“Everything I seem to do is mas¬ 
culine! I'd love to do a more tradi¬ 
tional piece, but I haven't gotten 
an offer. But the stuff I’m doing is 
very complicated. With this kind 
of work, you have be ‘on’ all the 
time. But I’m very fortunate, be¬ 
cause I have very good training.” 

Chuck Wagner 

Kit (Curtis) is pursued by the Goliath robot Though the overall look of the film was claustrophobic, the sets nevertheless 
had to be large enough to accommodate full-scale working robots—some ten feet tall—that had to move freely within them. 
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He Who Walks Behind the Rows 
walks again in this DTV sequel. 

Th« newest entry in the franchise departs from previous 
installments In that the Children of the Com are supervised 

by an adult cult leader, played by David Carradlne. 

By Michael Beeler 

When Stephen King wrote “Children 
of the Corn,” in the 1970s, the image of 
rural children standing in flowing fields 
of com, for many of us, came to symbol¬ 
ize evil at its very core. The movies, un¬ 
fortunately, have not lived up to the print¬ 
ed words. King hated the first film, which 
was released in 1984. And the disjointed 
sequels—released in 1992, 1994 and 
1996—have garnered even less praise. 
Still, the wonderfully wicked idea of kids 
gutting their parents in America's heart¬ 
land, is enticing. So much so that Dimen¬ 
sion Films, on July 21, plans to release 
direct-to-video their production of CHIL¬ 
DREN OF THE CORN V: FIELDS OF 
TERROR. 

The working title to this latest edition 
of adolescent occultism was originally 
FIELDS OF SCREAMS, but it was 
changed a few months before release. 
“That was a decision by Miramax," ex¬ 
plained Ethan Wiley, who wrote and di¬ 
rected the film. “1 think that they wanted 
to stay away from that word 'scream' be¬ 
cause that's their franchise. I totally under¬ 
stand and respect that, even though every¬ 
one thought that the original title was very 
clever. It always got a smile from people." 

What Wiley was not wilting to change 
was the initial premise of King’s dark little 
yam. “At a point, sequels or a series of films 
like this, they kind of come full circle," ex¬ 
plained Wiley, who is best known for writ¬ 
ing HOUSE and HOUSE II: THE SECOND 
STORY, which he also directed. “Different 
pathways have been tried by different film 
makers and different writers. There hasn’t 
been a continuity, so to speak, with one 
writer or one director like you had with 
SCREAM or even with myself with the first 
HOUSE movies, where you kind of had 
someone with a connected vision between 
the different movies. Here it’s really been 
different filmmakers doing their own thing 
each time. The second film takes place one 
second after the first one ends, so that ap¬ 
proach was taken. Then the third one moved 
to an urban setting. So these kind of differ¬ 
ent roots have been explored. So the best 

thing for me to do was to kind of ignore 
those other movies and go back to the origi¬ 
nal source. And since the first film was very 
loyal to the original short story you couldn’t 
do that, either. So it was a matter of finding 
my own personal take and my own inspira¬ 
tion based on Stephen King’s short story.” 

Wiley’s inspiration came from a little file 
on cults that he had been building upon over 
the years, filled with information about cults 
that he hoped to use in a film one day. 
“That’s what really sparked me when I read 
the original short story,” said Wiley, from 
his home in New York. “I remember think¬ 
ing, 'God this is about a cult!’ 

“I guess I have always had an interest or 
fascination with the mechanics of cults, the 
machinations of patterns that cults seem to 
fall into. And that was one thing the other 
films hadn’t necessarily done." 

The film takes place in Divinity Falls, a 
sort of anywhere USA small town. Four 
friends, played by Stacy Galina (Alison), 
Alexis Arquette (Greg), Eva Mendez (Kir) 
and Greg Vaughan (Tyrus), come to the rural 

setting to spread the ashes of their recent¬ 
ly deceased friend. They soon discover 
that Alison’s runaway brother is a mem¬ 
ber of a mysterious local cult and is set to 
die because he is reaching the age of 
adulthood. 

A few things, in comparison to the 
other films, were changed. The cult is ted 
by a middle-aged man by the name of 
Luke, who is portrayed by David Carra- 
dine (KUNG FU). Most of the kids are 
older teenagers, with some towering over 
six feet tall. The age of sin has been 
changed from 19 to 18 years. And the 18- 
year-olds, who have reached the age of 
sin, no longer walk out into the corn to 
meet He Who Walks Behind The Rows; 
they now jump into the eternal flame that 
burns in a com silo on the cult's ranch. 

The contemporary, multi-racial cast al¬ 
so includes Fred Williamson (FROM 
DUST TILL DAWN) and two of Frank 
Zappa’s children, Ahmet and Diva. Spe¬ 
cial effects make-up were done by Sota 
FX, which also worked on the fourth film. 
Visual effects were done by Netter Digital 
Entertainment. And the substantial 

amount of fire effects were developed and 
performed by Ken Whcatly and his son Eric. 

The production was filmed 60 miles 
north of Los Angeles in the cities of Oxnard 
and Camarillo. “The reason we shot there 
was because it’s the closest area to L.A. 
where you still have rural locations,” ex¬ 
plained Wiley. “It’s a kind of combination 
where you have these beautiful orange 
groves or apple orchards or com fields right 
next to big suburban housing developments. 
You angle your camera over a little bit one 
way, and you're in the middle of nowhere. 
You angle it over another way and you’re 
right next to a big freeway and a mini-mall, 
it also gave us the access to Los Angeles for 
all the technical requirements. And because 
we were filming during the month of July, it 
also gave us some great weather.’’ 

Blue Rider Pictures, which has produced 
numerous horror sequels for such franchises 
as LEPRECHAUN, WITCHBOARD and 
NIGHT OF THE DEMONS, assisted Wiley 
in delivering his film on time and within 
budget. “CHILDREN OF THE CORN V 



Dimension Films releases yet another direct-to-vldoo Installment In the CHILDREN OF THE CORN series 
on July 21; the original, abandoned subtitle was the tongue-in-cheek "Field of Screams." Right: Kir (Eva 

Mendez) falls under the spell of the evil cult. Below: the Children worship He Who Walks Behind the Rows. 

Concluding, Wiley admitted that the end¬ 
ing of the movie, like all the other films, 
runs counter to the short story in that it is 
up-beat. “The evil has been vanquished mo¬ 
mentarily,” said the director, who got his 
start in the industry by making Ewok feet at 
Industrial Light and Magic for THE RE¬ 
TURN OF THE JEDI. “But, God forbid it 
could come back again. You always leave 
that open for possibilities. That’s part of the 
fun of it because you can never really get rid 
of evil. It’s always going to be there.” □ 

was a producing for hire gig for Miramax,” 
said producer Walter Joston. “It’s not a pic¬ 
ture that we developed. We just did the actu¬ 
al production as a work for hire. We do films 
like that because they hone our production 
skills and allow us to keep up relationships 
within the industry. You know, every time 
we do a film, we bring in many people who 
like to work with us and that we’ve worked 
with in the past. It’s good to keep the pro¬ 
duction machinery honed.” 

Jim Issac, a friend of Wiley since they 
were eight years old, also assisted in the 
making of this film by doing extensive work 
as its second unit director. A number of se¬ 
quences in the film were shot in tandem, 
with both directors shooting half of the same 
scene and then marrying everything together 
in the edit room. After his stint on this film, 
Issac went on to supervise the special effects 
for David Cronenberg’s new film EXIS- 
TENZ. 

Referring to the heart of what drove the 
the film, Wiley said, “I think it’s kind of a 
classic archetype of children, who are em¬ 
powered with a supernatural spirit. There's 
something in the contrast or conflict of hav¬ 
ing children, who are usually considered in¬ 
nocent, personifying evil. I think it has al¬ 
ways fascinated people and sparked their 
imagination as to what would happen if a 
child, with very different priorities and 
ideas, had those kind of powers. And how 
they would use those powers.” 



Patrick Macnee recalls his long 
association with the series and 

discusses the latest feature. 
HE AVENGERS’origi- 

^1 V nal John Steed, Patrick 
| Macnee, remains as 
J charming and active as 

ever, at 76; he still acts, 
and even has a cameo in the lav¬ 
ish new big-screen version of 
THE AVENGERS. The film was 
produced by Jerry Wein- 
traub, directed by Jeremiah 
Chechick, and written by Don 
McPherson. Ralph Fiennes and 
Uma Thurman star as Steed and 
Mrs. Peel (the most popular com¬ 
bo from the series), and former 
(KI7 Sean Connery is the villain¬ 
ous Sir Alex de Wynter. Warner 
Bros, opens the film on August 15 
in the hopes of establishing a fea¬ 
ture film franchise. 

But can THE AVENGERS 
really work in another medium? 

Macnee poses behind the scenes with 
his most well-known female co-star, 
Diana Rigg, who played Mrs. Peel. 

After all, it was once tried as a 
play which failed. "Oh, that was 
awful, too," said Macnee. “You 
see, the thing about THE 
AVENGERS is that the minds 
that created it were so clever, 
really, that they got it right, and 
it was made for television. I 
wouldn't have considered a 
movie of it at any time. And this 
man has just gone ahead and 
made one, and he may beat the 
odds. As long as they get the 
humor. I’m sure they’ll get the 
humor. Ralph Fiennes is very 
sweet, very funny; 1 think he’ll 
be very good.” 

Today, with the release of 
the movie, another new book on 
the scries (Toby Miller’s The 
Avengers), the success of his 
own book, and the release of 
the new digitally-remastered 
tapes of the series by Canal 
Plus, Patrick Macnee seems 
genuinely confounded by the 
on-going success of THE 
AVENGERS. “I’m so confused 
by this. I mean it’s 30 or 40 
years since 1 did this.” 

So why, does he think, is the 
series still a success a third-of- 
a-century later? “How the hell 
do I know? I’ve been with the 
bloody show for so long, I real¬ 
ly don’t have any opinions left.” 
But he does, of course. 

For Macnee, it began half-a- 

lifetime ago with his “walking 
with $8 in my pocket along Pic¬ 
cadilly in the pouring rain and a 
man coming out of a doorway 
and saying, ‘Do you want to be 
my producer?”’ So he accepted 
Edgar Peterson’s offer to be a 
producer in April, I960, for 
THE VALIANT YEARS, a 
television series about Winston 
Churchill. In November, I960, 
he quit that job to take an acting 
role in a new scries that was to 
be a revamping of a show called 
POLICE SURGEON—now 
retitled THE AVENGERS. “A 
man called Sydney Newman in¬ 
vented it,” recalls Macnee. “He 
came up with the show, and he 
came up with the idea of the 
woman. He invented Doctor 
Who as well.” But after a few 
episodes, Sydney Newman told 
Macnee that the Steed character 
wasn't very interesting, that it 
had no personality. Somewhat 
angered, Macnee spent time 
thinking about it and trans¬ 
formed Steed into a character 
based on his father, a racehorse 
trainer; the British hero. Scarlet 
Pimpernel; and Bussy Carr, his 
brave, aristocratic commanding 
officer in the Navy. 

Originally, John Steed was a 
side-kick to the main character, 
Dr. David Keel, played by Ian 
Hendry. But in October, 1961, 
about a year after production 
began, explained Macnee, there 
was an actors’ strike “and when 
we came back five months later, 
Hendry had become a movie 
star, so he had moved on.” 
(Macnee would work with him 

Warner’ big-budget film THE AVENGERS (abovO 

again in 1976 when Hendry was 
hired as a guest star in THE 
NEW AVENGERS episode, 
“To Catch a Rat.”) 

After Hendry left, Steed be¬ 
came the central character. 
“There were already scripts 
written, so Jon Rollason [as Dr. 
Martin King] came in for a 
short time, and then Honor 
Blackman came in [as Cathy 
Gale) and played scripts that 
were written for lan Hendry. 
Sydney Newman conceived 
that character as a mixture of 
Margaret Mead, the anthropolo¬ 
gist, and Margaret Bourke- 
White, the very intrepid pho¬ 
tographer for Life magazine.” 

At that time, the series was 
shot “live on tape" with the ac¬ 
tors rehearsing for ten days and 



re) is based on the 1960s TV show starring Patrick Macnee as John Steed, who makes a cameo with the new Steed, Ralph Fiennes (right). 
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then performing an episode in a 
studio before the cameras just 
as if it were a live broadcast. 
Consequently, those earlier 
episodes contain occasional “on 
air" artifacts: cameras changing 
lenses, out-of-focus shots, 
flubbed lines and the like. “Yes, 
yes. And people really enjoyed 
that," recalled Macnee. 

His memory isn’t always 
clear on specific details of the 
earlier episodes with Jon Rolla- 
son. “I really haven’t seen any 
of those or even the Honor 
Blackman ones. They embar¬ 
rass me because they're live 
television and you can’t be a 
good actor doing live televi¬ 
sion, not doing a series like 
that." 

Before THE AVENGERS, 

Patrick Macnee had eight years 
of experience with live televi¬ 
sion: "We did PLAYHOUSE 90 
and things like that in the ‘50s 
way before THE AVENGERS. 
That's when I learned how to do 
live television in the United 
States. 1 did A NIGHT TO RE¬ 
MEMBER, which was about the 
sinking of the Titanic, written 
by Walter Lord. And the first 
person who ever did A NIGHT 
TO REMEMBER, before the 
movie, was George Roy Hill 
who became a famous director 
later [THE STING]. But at that 
time he sank the Titanic in a fish 
tank. It was an hour. It was all 
live. But it did teach me how to 
think on my feet.” 

Many of THE AVENGERS’ 
live-on-tape episodes were 

tightly written, with good act¬ 
ing and production values. Still, 
Macnee said, “We thought we 
were all right at the time, but 
you'll be amazed at how many 
interviews you’ll read in maga¬ 
zines saying that show was per¬ 
fectly terrible at that time, and I 
suppose they were right.” 

Macnee and Blackman 
worked together on the series 
for two seasons, rehearsing and 
video-taping an episode every 
two weeks. The show became 
enormously popular interna¬ 
tionally except in America, 
which had different broadcast 
technical standards. 

About the recording of the 
novelty song “Kinky Boots,” 
Macnee said, “That was just a 
joke. Honor Blackman was 

asked to do it, and foolishly she 
asked me. I couldn't sing a 
note. I didn’t even know when 
to come in. But twenty years 
later, some disc jockey played it 
over and over, and it became an 
enormous hit for about six 
weeks. But then that’s the va¬ 
garies of our dear profession, 
don’t you think?” 
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Left: Macnee refused to carry a gun on the show, opting Instead lor an umbrella. Right: Rlgg joined the show after establishing herself as a respected stage actress. 

fter Honor Blackman 
left to do GOLDF1N- 
GER, the producers 
decided to put the se¬ 
ries on film to gain 

access to the world market. 
“Thank God when it went on 
film,” exclaimed Macnee, glad 
for the luxury of rehearsing each 
scene individually and for the 
opportunity to do several takes. 

Recalling the first filmed 
episodes, beginning with “Town 
of No Return/’ Macnee talked 
about Elizabeth Shepherd (THE 
TOMB OF LIGEIA), the first 
Emma Peel, “who was a sweet 
lady but wrong [for the part) 
and so they fired her.” Eventu¬ 
ally, Diana Rigg was hired: “I 
think she was just fantastic. 
Twenty-four years old. She had 
already played Cordelia [in 
King Lear], so she was no mean 
actress before she started work 
on THE AVENGERS.” 

Shooting on film, stunt 
arranger Ray Austin was able to 
make the fight scenes far more 
exciting than they could in the 
television studio. At Macnee’s 
recent talk at USC, the students 
were all asking, “How do you 
get on with the director?” and 
the actor told them, “All they 
can do is direct the traffic, 
which is what they do in televi¬ 
sion because they don’t have 
time to do anything else. 

“A director should do what 
Di Rigg and I did,” explained 
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Macnee. “Spend time—off 
time, not paid time—really get¬ 
ting into the character to the de¬ 
gree so that we really ap¬ 
proached a character finally as 
if we were doing Dostoevski or 
a mixture of Dostoevski and 
Chekhov.” And during that 
quality-time spent off-cam- 
era—is that when he and Rigg 
worked out the chemistry be¬ 
tween the characters? “We did¬ 
n’t even know the word chem¬ 
istry. We worked it out on log¬ 
ic—what the scene was about. 
If you know what the scene is 
about, you just do it." 

And so there was no con¬ 
scious effort on their part to set 
up the contrast between the 
characters? “None at all. ‘Isn't 

this dull? Let’s do something 
about it’—that’s usually what 
we said. We just were getting it 
right,” he claims. 

However the chemistry 
came about, it worked. And 
Macnee is obviously proud of 
the result: “I think the 26 black 
and white ones I did with Di 
Rigg were some of the best bits 
of film on television.” Macnee 
credits this quality to the people 
who worked on the series “like 
James Hill, who directed 
BORN FREE, Charlie Crichton 
who directed A FISH CALLED 
WANDA, the lighting camera¬ 
man of STAR WARS—1 can go 
through any number of people. 
They were some of the best- 
made television you could get 

in 1%4 and onward.” 
But filming those delightful 

episodes required intense work. 
“People always say ‘Oh, you 
must have had so much fun 
making that scries.’ And people 
say to Diana Rigg, ‘Oh, you 
were just part of the Swinging 
Sixties.' She said, ‘Well, as far 
as I remember I went to a facto¬ 
ry at 5:30 in the morning, and 1 
came out of it at about 8:30 at 
night for four years.' And 1 
know what she means. We did¬ 
n't actually see life because we 
were making this series." 

But the work paid off. In 
America, the black and white 
filmed series was picked up by 
ABC TV. “It was the first Eng¬ 
lish show that was shown net¬ 
work in the US ever. In fact. 
I'm not sure that an English 
show has been shown since.” 

Macnee adds, “Brian 
[Clemens\ wrote most of the 
stuff with Rigg. and then they 
fired him at the peak of his suc¬ 
cess.” This was the period after 
Diana Rigg left the series, and 
Linda Thorson was hired. But 
Clemens and his partner, Albert 
Fennell, were hired back after 
only a couple of episodes when 
the production company real¬ 
ized the new producer wasn't 
working out. At that time, when 
Thorson came into the series as 
Tara King, Macnee recalled that 
the scries was being modified 
for the American audience. 



Ralph Fiennes 
The English Patient dons John Steed’s howler hat. 

Uke Patrick Macnee, Ralph Fiennes' Steed wields an umbrella-sheathed 
sword rather than a gun In the feature film version of THE AVENGERS. 

alph Fiennes had just 
come off his award-win- 
ning Worid War II ro¬ 
mantic epic THE ENG¬ 
LISH PATIENT when 

director Jeremiah Chcchik ap¬ 
proached him to recreate the role 
of John Steed for the big screen 
version of the '60s adventure THE 
AVENGERS. Fiennes accepted af¬ 
ter reading Don MacPherson's 
screenplay. 

"I love the old TV series." said 
the actor, “and Patrick MacNee 
created something so quintessen- 
tially English, with a wonderful 
mixture of eccentricity and likable 
cliche with his own particular 
brand of charm and joie de vivre. I 
can’t help but be influenced by 
that, because he was Steed through 
the whole decade of the '60s. 1 had 
already absorbed Steed before I 
did the film; I knew the scries and 
watched a lot of the old episodes, 
but there came a point where I thought, ‘Well, 
I’m not going to imitate Patrick's Steed—I’ve 
got to have absorbed what he gave, what he 
created, and sort of make it my own.’’* 

Describing how he developed his view of a 
character known to so many fans, Fiennes said, 
“Steed’s a perennial English gentleman of this 
century. I think he could have come from any 
decade of the 20th Century. I didn’t go for a 
particularly '60s Saville Row look in my inter¬ 
pretation of him. I wanted something that 1 felt 
were gentleman's suits that fit across the whole 
span of this century. 1 think he’s perhaps an ex- 
Guards officer who’s gone on to work with an 
equivalent or secret division of the secret ser¬ 
vice, something like that. It's totally unspeci¬ 
fied; it’s just known as 'The Ministry’.” 

Although the original TV scries was em¬ 
braced by Americans in the 1960s. Fiennes is 
curious to sec how the Britishness of the mo¬ 
tion picture plays in the States. “That will be 
very interesting to sec," said the actor, “because 
at the moment here in England there’s a whole 
new sense of the country rediscovering itself. 
We’ve had this amazing general election result 
and, sadly, we’re having this interview just over 
a week since Diana Spencer was killed. The ef¬ 
fect everyone has felt from that is extraordi¬ 
nary, in the sense that we all arc rediscovering 
our sense of identity as a country—those 
cliches of Englishness, particularly the monar¬ 
chy, the establishment—all that has been 
thrown up to be talked about again, and Steed is 
a rather loving creation of the establishment. 

“I do believe THE AVENGERS will have 

universal appeal,” Fiennes continued. “The se¬ 
ries has been hugely successful worldwide, and 
still is being played repeatedly everywhere. 
With John Steed and Emma Peel, there’s a sort 
of sexual tension in the middle of the produc¬ 
tion which is always sort of played around with 
between them. There’s a wonderful dynamic 
tension between the two of them, which we’ve 
tried to get hold of in this particular version. We 
have a wonderful designer named Stuart Craig, 
who I think has brilliantly captured the quirky 
eccentricities of the '60s. and sort of reinvented 
them alongside old, odd. funny English things 
like double-decker buses, red telephone boxes 
set in remote locations, and often deserted envi¬ 
ronments. For instance, there’s a deserted 
Trafalgar Square covered by an Arctic blizzard. 
He's taking English things and slightly being 
anarchic with them, and you have this central 
duo in the middle, along with other characters, 
including the villain played by Scan Connery, 
who are all a bit larger than life and arc rather 
extreme versions of stereotypes which 1 think 
people will recognize.” 

The production kept up a grueling schedule 
through the summer and fall of 1997. Dealing 
with recreating beloved characters in an epic 
feature film didn’t give the principals much 
time to prepare for any stunts they would be re¬ 
quired to perform in the timeless Steed/Peel tra¬ 
dition. For Fiennes, it was a matter of working 
close with the stunt crew and learning the nec¬ 
essary derring-do very quickly. 

“The stunt guys would work out the action 
scenes, and I would come in. sec what they did. 

then do it myself, usually on the 
day it was to be shot. There arc 
two extended fights: one is playful 
between myself and Uma, and the 
other is a very serious fight that 
comes near the end, between my¬ 
self and Scan Connery. There is a 
brilliant swordsman. Bill Hobbs, 
who did all the stunts for the Rid¬ 
ley Scott film THE DUELIST, and 
he's wonderful at choreographing 
sword fights. I did extensive re¬ 
hearsals with him for those two 
fights.” 

Fiennes* two co-stars in THE 
AVENGERS left the leading man 
with nothing but high praise. 
“Uma brings extraordinary 
height—ha!—and great sexuality 
to the role,” said Fiennes. “She’s 
extraordinary looking, wonderful 
to work with, very, very gracious 
with a great sense of humor. She’s 
really cool in just the right way, 
and 1 think she’s reinvented Emma 

Peel brilliantly. Sean plays this maniacal eccen¬ 
tric who controls the weather patterns over 
England and the rest of the world, and he, 
well—it’s Sean. It’s James Bond gone on 
acid!”—he laughed—“I think Sean wanted to 
play Sir August de Winter as a larger than life 
villain. He’s got a great sense of humor which 
he brought to the script—great jokes and one 
liners. He’s brilliant at that. He brings his own 
particular energy and presence to the set, which 
is unlike anything I’ve encountered before. It is 
something unique about him.” 

THE AVENGERS film, much like the tele¬ 
vision series, works to create a stylized world, 
just off-center enough to let viewers know that 
there is much mischief around any comer. “The 
style of the film was lifted from and reinvented 
from the old scries,” said Fiennes. “It is unique; 
it’s unlike any other action-thriller that I know 
of. THE AVENGERS has a great sense of hu¬ 
mor, and treads this delicate line between pas¬ 
tiche and something serious. And the subtle un¬ 
dertone of attraction between Steed and Emma 
is like a romance that’s always just about to 
happen but never quite does. I think that's un¬ 
usual. The action sequences are not really heav¬ 
ily sweaty and violent—it’s not RESERVOIR 
DOGS—there’s a style even to the action se¬ 
quences which is different. It’s very particular 
and unique. And as for the relationship between 
Steed and Emma, the audience are kept guess¬ 
ing about that all the time, so they can fantasize 
about what they might like to have happen, but 
they’re never really going to know. That’s the 
secret.” Fred Szebin 
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SEAN CONNERY 
The former 007 as the cold-hearted Alex de Wynter. El n their long and unique ca¬ 

reer, John Steed and Emma 
Peel faced a most singular 
assortment of villains, rang- 

I ing from heavily-armed 
modern-day suffragettes, lumber¬ 
ing cybernauts, assorted fascist 
baddies, and the living dead. Now. 
they face the wrath of Sir August 
de Wynter, who—appropriate to 
his name—has developed a way to 
control the world’s weather from 
his underground lair. Only the ul¬ 
tra-stylized Avengers can over¬ 
come the champagne villain 
whose obsession with the leather- 
clad adventuress drives him to dire 
deeds. 

Adding his own panache to the 
nouveau-retro chic mixture of 
THE AVENGERS is Sean Con¬ 
nery in the first major villain role 
of his career. TARZAN'S GREAT 
ADVENTURE (1959) cast the fu¬ 
ture 007 as one of a group hunting 
the ape man, but this new version of the 1960s 
TV show allows the Scot to take on the entire 
world. It is almost poetic irony that the man 
who was Bond—a character that affected so 
much in the trend and style conscious 1960s— 
should now be showcased in the revival of yet 
another of that decade’s pop culture icons. 

"I knew something about THE 
AVENGERS, having seen it on the old black 
and white screen,” said Connery. ‘‘It had a 
sense of style about it. When 1 read the first 
script for the film. 1 knew that Ralph was play¬ 
ing Steed and that Uma Thurman was playing 
Emma Peel, which made a major difference 
about whether I would do it or not, because un¬ 
less the stars make it work, no matter how good 
or bad your villain is, the piece won't work. But 
Ralph and Uma are perfect, even better than 1 
had imagined when I read it. I’d never worked 
with either of them before. I nearly worked 
with Uma when she was only 17, which was 
less than a year ago, I think. She’s a joy, so 
once we got into what we wanted to do with Sir 
August—make him much more of an operatic 
and eccentric villain, and put Him in a much 
richer vein—1 saw that it was going to work. 

“We went from soup to nuts with Sir Au¬ 
gust," Connery added on his involvement with 
fleshing out his character. “Jerry Weintraub. 
who I must say is a real first class producer, a 
real pro of the old school, and Don MacPher- 
son, who had written a very excellent script, 
and had written two or three different versions 
of what 1 had read, came down to my home in 
Spain, and we went through the whole thing. 

Sean Connery's villainous Sir Alex de Wynter squares off wtth John Steed (Rennes) 

We had two or three conferences, all in agree¬ 
ment, before they made the journey, and then 
we thrashed it out. Once we finished that trip. 
I’d more or less agreed to do the picture. The 
only condition I made was that we should com¬ 
press all the stuff so that it had at least compa¬ 
rable visual impact to what was already in the 
piece, which meant us going to places like 
Blenheim for the big organ, and a great, mag¬ 
nificent library and hall, and Stowe Castle for 
this magnificent ballroom sequence, which has 
a space and grandeur all its own. Roger Pratt, 
the cinematographer, is marvelous, and I have 
to say. collectively, there is a wonderful crew, 
really first class. I'm thrilled to see so many 
true professionals are creeping back in. as it 
were, to the beleaguered film business of 
Britain. THE AVENGERS has been a much 
better experience than I had on FIRST 
KNIGHT, where I arrived after they’d been 
shooting for six weeks and morale was on the 
floor. There was a big problem with the British 
and the Americans, and one had to get in the 
middle and attempt to resolve some of the prob¬ 
lems, but there’s nothing like that on this pic¬ 
ture. They are a really terrific crew, and they’re 
all highly professional and humorous.” 

The humor—or humour—of THE 
AVENGERS was always a major part of its 
success—an off-center, surreal view of the 
world, where high fashion is a given, and mani¬ 
acal over-throwers of the world create their 
own piece of reality to suit their twisted na¬ 
tures. Sir August isn’t any different, and has, at 
one point, a teddy bear party in which Connery 

serves as head teddy, counseling 
the other eight fluffics in atten¬ 
dance. But Sir August also has a 
darker side, which includes an ob¬ 
session with Mrs. Peel that takes 
him to the point of creating an evil 
clone of her. the copy and master- 
print both played by Thurman. 

THE AVENGERS' larger-than- 
life England where such actions 
can take place was not only filmed 
on actual locations, but also 
housed in the country's biggest 
studios—Pinewood and Shepper- 
ton—where London locales such 
as Trafalgar Square were recreat¬ 
ed. Orchestrating it all is director 
Jeremiah Chechik, for whom Con¬ 
nery has nothing but praise. “He’s 
got a marvelous combination,” 
says Connery. “He’s a great enthu¬ 
siast. and very, very skillful about 
what he wants. Jeremiah under¬ 
stands all the technical aspects of 
the picture, and is allowed to focus 

on the making of the film because Jerry Wein¬ 
traub. the producer, works to case the burdens 
of filmmaking so that the director can be free to 
direct the movie. When a director is wearing 
both hats, it frequently becomes a conflict of 
interest. Jeremiah can feel an enormous relief 
because he has one of the best producers in the 
business, who is here every day, and the two of 
them become interdependent and totally pro¬ 
ductive. And, as I say, Jeremiah has a mar¬ 
velous sense of humor. There is a surrealist ele¬ 
ment in the movie which we’ve gone after, and 
they say MacPherson’s captured that tito in his 
script at every opportunity, tried to revive and 
keep it in that kind of vein, and I think we’ve 
succeeded. The production team is fantastic; 
Stuart Craig’s designs arc wonderful. 

“This is a unique film." Connery continued. 
“I haven't seen MEN IN BLACK, but I’ve seen 
different pieces of it. There are elements about 
that which I can sec where it has a specific 
sense of humor and seems very assured in 
where it’s going, and I can understand why an 
audience would like it. It’s quite absurd—a lot 
of the dialogue and the things the characters are 
doing—but it has an underlining seriousness, 
and yet it’s a little wacky, with the guys deliver¬ 
ing these lines like the old DRAGNET people, 
talking about the most absurd things, but with 
total reality and conviction. It makes for a mar¬ 
velous paradox, and this film has the same 
manner. Ralph is a fabulous formidable actor, 
and Uma is marvelous in this film. She’s got all 
these costumes and legs up to armpits; she 
looks terrific.” Fred Szebin 
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CLASSIC EPISODES 

“I think the twenty-six black-and-white ones 
I did with Di Rigg were some of the best bits 

of film on television,” said Macnee, “the 
best made television in 1964 and onward.” 

Peel (Rigg) and Steed (Macnee) face undying adversaries in one of the series’ 
memorable episodes "Never, Never Say Die," guest starring Christopher Lee. 

“The old series left some¬ 
thing to the viewer's imagina¬ 
tion," said Macnee. feeling that 
explaining everything to the au¬ 
dience was a mistake: “They 
brought this Mother character 
in to explain the plot, and it 
made it ponderous. And also it 
made it obvious. People said to 
me, ‘Well, you weren’t ever 
employed by anybody.’ But that 
was the whole point. You see, 
there’s an American feeling that 
there’s got to be a sense of or¬ 
der and bureaucracy. There has- 
n't. That’s why the English 
were such good Colonials—be¬ 
cause they could manage peo¬ 
ple by not giving the impres¬ 
sion of managing them. The 
Americans want to come in and 
make it alt happen.*’ 

In fact, that’s exactly what 
happened with the series. Be¬ 
cause it was being financed, in 
part, by ABC-TV, an American 
representative of the network 
came in and tried to take control. 
Doing so. Macnee thinks, ruined 
THE AVENGERS—destroyed 
the charm, the mystery, and the 
elements that made it essentially 
British. “If they had left us as we 
were, we would have been much 
more successful.” 

So, with the demise of the 
series, in the spring of 1469, af¬ 
ter nine years, Macnee hung up 
his bowler, only to dust it off 
seven years later. In 1<J76, after 
forming their own production 
company, Brian Clemens, Al¬ 
bert Fennell, and composer 
Laurie Johnson called Macnee 
back into service for THE NEW 
AVENGERS. “I shouldn’t have 
done it at all. They should have 
done it with Gareth Hunt and 
Joanna Lumley. and they would 
have had an enormous success. 
But they foolishly brought me 
back, and I agreed to it. I was 
55 years old when I was doing 
it.” Fighting arthritis even then, 
Macnee appears agile on cam¬ 
era. THE NEW AVENGERS,” 
recalls Macnee, “wasn't so 
much like factory work because 
1 had a lovely little cottage 
close by, and I remember we 
had a lot of fun.” 

And what does he think 
about the quality of THE NEW 
AVENGERS? “Very good,” 
said Macnee. though he felt the 
episodes didn't measure up to 
the old ones: “You sec, in the 
old AVENGERS we were 
ahead of our time, and in THE 

NEW AVENGERS I thought 
we were slightly behind. I mean 
why didn't they have computers 
or ESP or all the things that 
people take for granted.” 

Macnee regreled that the 
scripts in the new series didn’t 
take advantage of cutting-edge 
technology or paranormal phe¬ 
nomena. “I mean we didn't 
quite take advantage of that in 
THE NEW AVENGERS, and I 
thought we were a bit behind 
KOJAK. But there were about 
four of them which are very 
good. There was one about 
birds [“Cat Amongst the Pi¬ 
geons") that was very good and 
almost got the three of us hav¬ 
ing extra-sensory perception. 
We should have had that; I 
mean you could have gotten 
away with that.” 

Yet, at the time, producer- 
writer Brian Clemens took pride 

in making the series different 
from the old one, which is why 
it was called THE “NEW” 
AVENGERS. “Yes," Macnee 
recalled, “he wanted to make it 
more realistic, and I think it was 
a pity." Also, Macnee regreted 
that “we had to get it ready too 
quickly. I think that was the first 
time we went ‘Hollywood’ in 
the sense that we had to deliver 
when we weren’t quite ready, 
which is the case with a lot of 
series now.” Finally, at the end 
of THE NEW AVENGERS, 
Macnee hung up his bowler for 
good. “1 don’t think I’ve worn 
those sort of clothes ever since.” 

Docs Macnee own a bowler 
hat? “No. They ask me to auto¬ 
graph them, and they sell them 
at some enormous price...for 
about $2000,” he said, adding, 
“I’m delighted that people re¬ 
member me after all this time.” 

ooking back on a 
decade of playing the 
same character, what 
worked? What didn’t? 
And what would Mac¬ 

nee have done differently? “I’ll 
tell you what I would have liked 
about THE AVENGERS. Quite 
simply, when Honor Blackman 
came into the show, she was 
just darling. If she had come 
onto film with me, we would 
have done five years and sold 
abroad; it would have been one 
of the most successful shows 
ever; it would have finished, 
and we would have made a lot 
of money and had a great suc¬ 
cess, and there would have 
been no rest of the show. The 
rest of the show is too much of 
it, too long; we repeated our¬ 
selves. It was a great idea; it 
started wonderfully. But the 
best person who acted with me, 
by a long way, was Ian Hendry. 
He was just great: his percep¬ 
tion. his depth, his understand¬ 
ing. That was when we worked 
out the show, the characters, be¬ 
cause it was at the beginning. 
I’m all for the beginnings. I’m 
an Aquarian. The excitement 
and conception of I'HE 
AVENGERS was wonderful. 
The repetition was numbing.” 
And when did repetition set in? 
“Oh, just before Diana Rigg. 
We had already repeated the Ian 
Hendry episodes with Honor 
Blackman. And then with Di¬ 
ana Rigg we repeated all the 
ones we had done with Honor 
Blackman. We repeated our¬ 
selves on the color ones. Well, 
can you imagine if you're the 
person who's been there all the 
time? Particularly if you earned 
minimal fee.” 

At what point in the series 
did he feel that the character of 
Steed crystallized? “It never 
crystallized," claimed Macnee. 
“The great thing about television 
is when you think you have a 
hold on the audience, you never 
have quite. So a character never 
actually crystallizes. It changes 
by happenings, world events, 
deaths in the family, a dog dy¬ 
ing, or whatever. All of those 
things alter a character. And 
turning up for work day by day 
and doing scenes with different 
people change you. I mean you 
keep the basic character because 
you don’t want to frighten the 
horses, but basically it never 
quite crystallizes because hu- 

37 



manity never crystallizes.” 
In that case, was it a luxury 

to work in a series where he 
could change a character as time 
moves on? “Oh. I think so. I 
played Sleuth on Broadway for 
sixteen months. You have to live 
off stage as if you were in a 
monastery because of the inten¬ 
sity of the character, because the 
man is murderous and a psy¬ 
chopath. Towards the end you 
begin to feel repelled by your¬ 
self because of what you have to 
do; you almost want to kill 
somebody, and that's danger¬ 
ous. 

“I played Steed as though I 
was a straight man [for the ac¬ 
tresses to play off). And I think 
that’s why I lasted so long, be¬ 
cause I didn’t try to do too 
much. You can’t do too much to 
him, or people get tired of you.” 

Macnee claimed that he has 
always “called [the show) a 
comic strip." Fortunately, that 
comic strip has been profitable 
over the years, thanks to the 
continued success of the scries 
and to the fact that he managed 
to get a 2.5 percent royalty built 
into his contract when the series 
went to film. Getting paid, how¬ 
ever, hasn't been easy. 

“The only reason I’m into 
THE AVENGERS again is be¬ 
cause I suddenly realized we 
were all being cheated out of 
monies that was ours, and I 
thought I’d better do something 
about this. And also, these 
dreadful prints were being pi¬ 
rated all over the United States, 
and I wanted [the public) to see 
the show as it really was.” He 
elaborated: " When they were 
shown on A&E, the pirates got 
hold of them and put them out, 
and we spent three years in the 
courts getting the pirates off our 
back, and thank god they had to 

B«fore Diana Rigg, Honor Blackman 
co-starred with Macnee as Cathy Gale 
in taped episodes ol THE AVENGERS. 

THE NEW AVENGERS 

“I shouldn’t have done it,” said Macnee of 
the series revival. “They should have done 
it with just Gareth Hunt and Joanna Lumley, 

but they foolishly brought me back.” 

Patrick Macnee returned as John Steed in producer Brian Clemens 1970s 
revival THE NEW AVENGERS, starring Gareth Hunt and Joanna Lumley. 

pay heavy damages.” 
It distresses Macnee that the 

episodes shown on the Arts & 
Entertainment network were 
not intact: “Fifteen minute were 
cut out of each episode. They 
were lacerated and punched and 
sliced and pierced,” to make 
room for more commercials. In 
fact, so much is missing that 
some episodes didn't even 
make sense. But recently, tapes 
of the original filmed series and 
also THE NEW AVENGERS 
have been released by Canal 
Plus, the latest of a half-dozen 
different owners of the series 
over the years. 

Macnee does take credit for 
helping track down the original 
negatives "which we found in a 
vault at Pinewood” and getting 
them restored so that “now you 
see the shows as they were 
done, and there’s a hell of a dif¬ 
ference. I mean I’m delighted 
that it’s been digitally restored 
from the original negatives.” 

He’s especially proud of the 
efforts he’s put into getting the 
actors paid their royalties: “We 
came from the stage; we 
worked at it; we paid our dues; 
and we got paid very little for 
doing it. That’s why I work so 
hard now to get what they call 
residuals or profit participation. 

And us little people who did 
good, good work, of which I'm 
immensely proud, should get 
paid. I think they've been 
showing this show in some 
form or another ever since it 
was made. I know it was shown 
in 87 countries. 

“Looking back on them. 1 
think some of them were ab¬ 
solutely marvelous. I’m very 
proud of what we made, particu¬ 
larly that black and white series 
[with Diana Rigg). That was the 
best we did, I thought. Em look¬ 
ing at them in a detached way, 
not related to myself.” 

Most people would agree 
that the black and white filmed 
series was quintessential 
AVENGERS: clever, sophisti¬ 
cated. witty. So what about the 
humor in the series? Was most 
of it already in the scripts? 
“Yes. Brian Clemens is a very 
good writer. You wouldn’t want 
to do something with me in it 
and not be that way. When I 
first went in it, l was a contrast 
to Ian, and 1 think I had become 
that sort of man by that time. I 
was damn near 40 when I start¬ 
ed with him, so I had had time 
to form myself as a person. So I 
wasn't playing a character. I 
just used what I had gained, and 
irony is one of my main sort of 

things, and having been 
throughout a long life, I should 
have been shot dead before I 
was 25... anything after that is a 
joke. Ian Hendry used to say, 
‘ Do you always have to make a 
joke about these things?’ I 
know it can be awfully boring.” 

ne thing that helped 
make the show time¬ 
less was that “social 
conscience” was de¬ 
liberately stripped 

from its world. Yes. there were 
bad guys, ruthless villains, and 
“crimes against the people and 
the state,” but there was no so¬ 
cial injustice, no poverty, no 
misery in the scries. THE 
AVENGERS was wrapped in a 
world of privilege, not despair. 
And, of course, that’s the very 
reason we enjoyed stepping in¬ 
to its fantasy world: it offered 
escapism. So in talking with 
Patrick Macnee, it seemed iron¬ 
ic somehow to discover that 
this man who shaped such an 
amoral character as John Steed 
is, himself, a man with strong 
social convictions; a man who 
is up to the moment on current 
events; a man who is intensely 
concerned, at a moral level, 
with what's happening in the 
world—at home, in China, and 
in Eastern Europe. 

“Let’s not take pride and joy 
in the fact that we can now get a 
Walkman for $10, and it says 
made in China on it,” cautioned 
Macnee. “To pay $10 when you 
know it's been made by slave 
labor, does that make me feel 
good? No it doesn't. 

“In today’s world,” Macnee 
continued, “the main problem is 
overpopulation. The population 
is so extraordinary, everybody 
feels they deserve a place, not 
necessarily in the sun, but at 
least in the world, the poor dar¬ 
lings. Our governments don't 
seem quite able to cope with 
looking after the number of 
people that exist.” 

“Let’s have some irony in 
the world. Let’s have some real¬ 
ity in the world. Let’s have 
some thought in the world. Why 
doesn’t a think tank sit down 
and just think what are we do¬ 
ing wrong with the world?" 
Macnee exclaimed. And so, 
Macnce’s conversation about 
THE AVENGERS is interwo¬ 
ven with thoughts about world 
politics, corporate greed, the le- 
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UMA THURMAN 
Filling Mrs. Peel’s 

leather suits. 

lthough dic-hanl fans of 
the video-produced first 
season may consider 
Honor Blackman's 
Cathy Gale John Steed’s 

best partner in THE AVENGERS' 
television run, it is Diana Rigg's 
sexy Mrs. Emma Peel that is most 
indelibly imprinted on most mem¬ 
ories, and that is who joins Ralph 
Fiennes' John Steed in the motion 
picture. 

Filling the leather suit on the 
big screen is the equally sensual 
Uma Thurman, so good in PULP 
FICTION and one of the few rea¬ 
sons to sec BATMAN AND 
ROBIN. As in the scries, Emma 
Peel is very much an emancipated 
woman: a meteorologist, weather 
specialist, anti-matter fission-fu¬ 
sion expert—and someone not to 
be trifled with in a martial arts 
fight. For big screen adventure, 
Emma, suspected of a crime she 
did not commit, finds herself be¬ 
coming a secret agent by necessity 
as she works to clear herself and 
help Steed fight off the weather- 
controlling scheme of Sir August 
de Wynter (Sean Connery), who is 
so obsessed with the lovely scien¬ 

tist that he has cloned an evil ver¬ 
sion of her. 

Accepting the role as one of the 
sexiest fighters of evil in TV histo¬ 
ry wasn't a tough decision for 
Thurman, who remembered 
watching the series as a child. "I 
always wanted to work with 
Ralph." she said. “1 had the privi¬ 
lege of meeting him before, and 
admire his work a lot. I’d read a 
version of the script several years 
before that [producer] Jerry Wcin- 
traub had sent me, and when it 
came back around it just seemed 
like it was coming back to me for a 
reason: Ralph was in it, and I 
thought he was perfect for the part, 
and it's a really good female char¬ 
acter; she's positive and intelligent 
and witty, and a sort of super- 
woman with a tongue in cheek 
twist, just very charming. 1 
thought this would be an interest¬ 
ing, different style of movie for me 
to make, and I knew it would be 
special, so I thought I would just 
take a whack at it.” 

For the film, as in the series, 
London is portrayed, according to 
Thurman, as "a mod, futuristic, 
'60s-influenced world, as if that 

Thurman describes Emma Peel as "a really good female character—she's 
positive and Intelligent and witty—a sort of superwoman with tongue In cheek." 

In the film, Mrs. Peel (Uma Thurman) scrambles to put a stop to the weather- 
controlling schemes of Sir August de Wynter, which blanket England in snow. 

sort of style transformed and has 
elements of very elegant mod¬ 
ernism. but in a very combined, 
whole way. So, we’re somewhere, 
sometime ahead, somewhere be¬ 
hind. It’s meant to be a mysterious, 
escapist kind of experience.” 

The 1960s and 1990s have 
jelled very happily in the film, as 
Thurman believes they have in the 
real world where the rest of us 
have to live. “Some things always 
come back in style," she said. 
“You remember in the ’70s and 
'80s, everyone was like, ‘Oh, that 
disgusting '60s architecture, and 
those terrible bell bottoms,’ and 
the same thing about certain ’70s 
disco looks; once we passed into 
the ’80s, everyone wouldn't be 
caught dead wearing them. I notice 
that in the '90s all that stuff has 
come back as lime pieces, and the 
style has been thoroughly appreci¬ 
ated again. So, in a way, the movie 
is sort of meeting with what’s hap¬ 
pening in that way as well.” 

Thurman finds herself working 
with Sean Connery double-time on 
THE AVENGERS, as regular old 

Emma trying to stop the power- 
mad de Wynter from controlling 
the world’s weather for profit and 
revenge, as well as the dark, soul¬ 
less Evil Clone of Emma Peel. 
“Sean was wonderful,” she en¬ 
thused. “It was very exciting 
working with him. I never imag¬ 
ined I’d get to work with Scan 
Connery. It was really thrilling, 
and when I heard he was going to 
do the movie it was a very exciting 
day for me. I’ve never seen him re¬ 
ally play a villain, and his charac¬ 
ter in THE AVENGERS was in¬ 
credibly charming and seductive. I 
didn't really know he was a villain 
the entire time, which is perhaps 
more insidious than anything else, 
which was wonderful. And he has 
an extraordinary ability to carry 
off some very silly costumes. We 
all had to do that! But Sean has big 
shoulders. I think he can embody, 
or express whatever he likes. He’s 
such a massive personality and has 
so much energy and incredible 
charm that he could probably wear 
a black garbage bag and carry it 
off." Fred Szebin 
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MAC NEE ON STEED 

« Wouldn’t you be excited if you were 
interviewed 20 years later for something 
that you never thought would get past 

the next two or three months?” 

In the film, Alex de Wynter (Connery) Is obsessed with Mrs. Peel (Thurman). 
Steed (Fiennes) and Peel (Thurman) race to put a stop to de Wynter's plans to 

control the world by creating catastrophic conditions. 

gal system, modern journalism, 
and government conspiracy. 
Such a social conscience would 
be entirely alien to John Steed. 

“One of the things about 
THE AVENGERS was it was 
anarchy. Life is anarchy. Be¬ 
cause the reality behind pom¬ 
posity and bureaucracy anyway 
is corruption and, of course, 
that can’t be shown." That’s 
why Macnee feels THE 
AVENGERS worked best when 
it showed the partners working 
on their own—apart from any 
bureaucracy. 

nother social problem 
works its way into the 
conversation: the issue 
of violence on televi¬ 
sion. It’s a topic Patrick 

Macnee has strong feelings 
about because “1 saw all my 
friends blown to bits in the Sec¬ 
ond World War. When they 
asked me why l wouldn’t carry 
a gun that was the reason I gave. 
They still didn’t understand be¬ 
cause nobody who has not been 
shot or seen his friends blown to 
bits knows that’s what the hell 
violence is all about. They put it 
in because they think people 
want it. They don’t want it." 

Discussion of violence spills 
over into machismo. What was 
it like for Macnee to play a re¬ 
fined male character that wasn’t 
macho? "Never thought about 
it," he says. “Oh. it wasn't ma¬ 
cho in those days, the ’60s. was 
it? 1 think it’s much more macho 
since the invention of Arnold 
Schwarzenegger and that other 
dreadful man, Sylvester Stal¬ 
lone. They’re like people who 
drive motor cars with long 
hoods—they just have to com¬ 
pensate for something or other. 
You don’t have to have an Uzi 
machine gun. In those days you 
didn’t talk about sex; you just 
did it. You didn’t talk about vio¬ 
lence; you didn’t do it. Things 
were very different, I think. 

“You see, that’s where I 
think I’ve done a tiny bit of con¬ 
tribution,” he added. “And 
when I asked Ralph Fiennes, 
‘Arc you going to wear all of 
that the bowler hat and umbrella 
and everything in the ‘90s, in 
the realistic ‘90s?’ he said, "Oh 
yes.’ And 1 said, "Are you going 
to carry a gun? and he said, *Oh, 
no!’ And I thought. My god, 
here s a real man. What a lovely 
thing to say. No gun. In this day 

and age? And he's playing THE 
AVENGERS as a leading 
man—in the age of Willis, 
Schwarzenegger, James Bond 
who kills people within the first 
15 seconds of the movie—he’s 
doing it with no gun? And if 
I’ve done nothing else, in 
1960—when I refused to carry a 
gun and they said ‘Well, what 
will you carry?’ and I thought 
frantically and said ‘an umbrel¬ 

la’ because I couldn't think of 
anything else—1 really set a pat¬ 
tern, so that 35 years later, a 
young man says to me in a ma¬ 
jor movie, ‘I'm not carrying a 
gun.’ 1 thought, Well, I have 
contributed something. It’s an 
oversimplified way of saying 
things, but it implies that with 
an umbrella, intelligence, and a 
certain adroitness, breeding, 
background, and education, you 

can occasionally come out on 
top.” 

Over the years, with more 
than a decade of his life wrapped 
up in the character, has he felt 
confined by Steed? "Yes, a little 
bit." And doesn’t he find it te¬ 
dious to be interviewed about 
something he did so long ago? 
“Wouldn't you be excited if you 
were interviewed 20 years later 
for something that you never 
thought would get past the next 
two or three months?" 

But what are the payoffs of 
devoting so much of one’s pro¬ 
fessional effort to a single char¬ 
acter? “It’s made me known all 
over the world. Very fine finan¬ 
cially. And most important of 
all, given me the ability almost 
everywhere I go to be recog¬ 
nized and have people say, 
‘How arc you?’They know who 
you are, and you immediately 
meet lots of dear people who 
you wouldn’t otherwise get to 
know that quickly." 

Yet being asked to glance 
back over what he called the 
“many many acres of time" that 
went into making the original 
series and to identify some of 
the highlights, Macnee seemed 
bewildered: “What does one 
make of Honor Blackman leav¬ 
ing? What does one make of Di¬ 
ana Rigg leaving? What does 
one make of having to wait an¬ 
other year to gel another 
woman? All the ups and 
downs?” He found it over¬ 
whelming. Besides, he dealt 
with it all in his book. 

What can readers expect 
from this new book. The 
Avengers and Me (co-authored 
with Dave Rogers)? Most of it 
“is based on what it’s like to 
work with the ‘suits,* in other 
words, the executives. I’ve done 
quite a good thing on acting in 
it; I’ve done quite a good thing 
on what it was like to be in the 
scries; and I've done quite a 
good thing, 1 think, in showing 
what it’s like on a day-to-day ba¬ 
sis which a lot of people I don’t 
think ever quite visualized. They 
think we just danced on the 
screen and it all happened." 
Macnee was surprised at how 
well the book sold in England. 

And looking back over the 
series, is Patrick Macnee 
pleased with the “acres and 
acres of time" he spent as John 
Steed in THE AVENGERS? 
“Very happy.” 
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EDDIE IZZARD 
Cult comic plays 

Connery’s bodyguard. 

c’s a household name in 
Great Britain. But while 
he plays to cult audi¬ 
ences in New York, very 
few Americans will 

have heard of comedian Eddie Iz- 
zard. The award-winning stand-up 
comic stars as Sir August De Wyn- 
ter’s vicious bodyguard Bailey in 
THE AVENGERS and it’s a role 
he hopes will elevate his recogni¬ 
tion in the acting community after 
his appearances in THE SECRET 
AGENT, HANGING AROUND 
and Todd Haynes’ Glam Rock dra¬ 
ma VELVET GOLDMINE. 

Izzard is a highly controversial 
eccentric figure because he’s open 
about his sexuality, bravely dis¬ 
plays his transvestism by wearing 
high heels and make-up on stage, 
and acts on his social and political 
beliefs in ways that the British 
public have warmly embraced. He 
said, “When 1 was younger I al¬ 
ways wanted to act but I didn't re¬ 
alize you could actually specialize 
in it. Then 1 discovered MONTY 
PYTHON’S FLYING CIRCUS, 
got deflected, and thought I’d ex¬ 
clusively do comedy. I didn t real¬ 
ly get anywhere until stand-up be¬ 

came the Big Thing and audiences 
seemed to love what I did. 1 adore 
stand-up and I’ll do it forever, but 
as I'm in the position to take a stab 
at acting now. why not try and see 
what happens?” 

He continued. "Basically, I’ve 
decided 1 just want to play ab¬ 
solute assholes in movies. I'm fol¬ 
lowing in the fine tradition of 
Woody Harrclson from CHEERS. 
He went from being a comic bar¬ 
man to a psychotic serial killer in 
NATURAL BORN KILLERS. It’s 
sound weird but I can understand 
why he would want to do that as 
both characters deal in behavioral 
extremes. It’s an empirical truth." 

Izzard professed to having no 
idea why he was hired to be in THE 
AVENGERS. "Like everyone else I 
was mad about the series. I always 
wanted to be Emma Peel! And I’ve 
always wanted to work with Scan 
Connery. But as someone has al¬ 
ready pointed out. I’m not working 
with him. I’m standing next to him! 
I play Bailey for no other reason 
than they asked me to play him. Je¬ 
remiah Chcchik probably knows 
why he cast me so, when you ask 
him. will you tell me?” 

British comedian Eddie Izzard hopes his role as the silent sidekick to Sean 
Connery's supervillain, Alex de Wynter, will launch his stateside career. 

He continued. “I’m the second 
baddie to Sean’s major baddie in 
the movie. I wanted to be the first 
baddie but Sean got there first and 
he is slightly better known than 
me. I kept half expecting them to 
fire Sean and plead with me to 
play his role instead. Hey, I have 
just as much right to do it. I was in 
a film called The Secret Agent and 
I do wear James Bond T-shirts 
around the set. Bailey is a real tom 
boy—a combination of gunplay 
and mascara. They say he’s ‘Deli¬ 
ciously nasty’. That’s good be¬ 
cause the very first review I ever 
received was ‘Izzard is superb as a 
Nazi thug in the making'. So I do 
feel I’m confidently exploring the 
darker side of my character." 

When he first told close friends 
he was up for a part in THE 
AVENGERS, everyone thought 
he’d be a shoo-in to play Mother. 
Izzard laughed, “But that would 
hardly be a stretch now. would it? 
Bailey is basically a two-dimen¬ 
sional heavy whom I’m trying to 
three-dimensionalize within the 
parameters of turning up on screen 
every so often, staring at people 
and chewing gum. It’s a tricky job 
because I have no dialogue at all. 
There originally were three lines 

for me to speak but I took them out 
thinking it would be best if he re¬ 
mained silent. This job is truly 
money for old rope." 

Nevertheless, Izzard is trying 
to do as many of his own stunts as 
he can. He said, “I drew the line at 
abseiling though! I do have this 
fight at the end to sell where I’m 
perched on a tightrope with Em¬ 
ma Peel. Trying to be an enigmat¬ 
ic weirdo at 40 feet in the air is 
quite a challenge. Sometimes you 
can’t do much more than hope 
you’re breaking through with the 
character. If nothing else THE 
AVENGERS will prove that I can 
do a whole lot more than come¬ 
dy.” 

He added, “I’ve worked for six 
weeks on a Big American Film 
with THE AVENGERS but 1 don’t 
speak and I’m still expecting peo¬ 
ple to wonder who on earth I am. If 
people go to the rest room twenty 
times they’ll miss me. That’s my 
big joke with movies. If they went 
twice in The Secret Agent they’d 
have missed me there loo. I as¬ 
sume Jcrmiah Chechik was happy 
with what I was doing because he 
left me to my own devices. I can’t 
say anymore about the experience 
than that." Alan Jones 
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From FRANKENSTEIN 
to JURASSIC PARK, 
the mad scientist is one 
of our most instantly 
recognizable but least 

understood cultural icons—a 
master of ceremonies presiding 
over a sophisticated scream cir¬ 
cus inspired by our deepest 
technological anxieties. He goes 
by many names: Victor 
Frankenstein, Henry Jekyll, the 
doctors Moreau, Phibes, Mirak- 
le, and Strangelove. The mere 
mention of the words “mad sci¬ 
entist” conjures a vivid array of 
imagery: incensed villagers ris¬ 
ing up with pitchforks and 
torches, ready to storm the 
fortress laboratory; inside the 
lab, whether in a converted me¬ 
dieval castle or on a uncharted 
jungle island, the scientist amid 
the bubbling test tubes and 
crackling electrical equipment. 
The mad scientist wears many 
faces. At his most malignant he 
looks like Boris Karloff, Bela 
Lugosi, or Vincent Price; in a 
less intimidating guise he is the 
bumbling, buck-toothed Jerry 
Lewis (or, later, Eddie Murphy) 
in THE NUTTY PROFESSOR; 
at his most ambiguous he looks 
like Albert Einstein, simultane¬ 
ously childlike and ancient, his 

unruly shock of hair hinting at a 
possibly corresponding disorder 
within the skull itself, the brain- 
case from which every mush¬ 
room cloud has risen and threat- 
ens to rise from again. (For 
sheer iconographic staying pow¬ 
er, Einstein’s hair has influenced 
more images of demented doc¬ 
tors than any other visual cue.) 

A prototype outsider, shunted 
to the sidelines of serious dis¬ 
course, to the no-man’s-1 and of 
B-movies, pulp novels, and 
comic books, the mad scientist 
has served as a lightning rod for 
otherwise unbearable anxieties 
about the meaning of scientific 
thinking and the uses and conse¬ 
quences of modern technology. 
The mad scientist seems anar¬ 
chic but often serves to support 
the status quo; instead of press¬ 
ing us to confront the serious 
questions of ethics, power, and 
the social impact of technologi¬ 
cal advances, he too often al¬ 
lows us to laugh off notions that 
science might occasionally be 
the handmaiden of megaloma¬ 
nia, greed, and sadism. And 
while he is often written off as 
the product of knee-jerk anti-in- 
tellectualism, upon closer exam¬ 
ination, he reveals himself (mad 
scientists are almost always 
men) to be a far more compli¬ 
cated symbol of civilization and 
its split-level discontents. 

This scary game of paradoxi¬ 
cal peekaboo with mad science 
and mad scientists forms the 
core of Screams of Reason. It 
has been frequently asserted that 
the characteristic alienation and 
anomie of modern life have 
their roots in the mind-body 
schism formalized by philoso¬ 
pher Rene Descartes. The result¬ 
ing cul-de-sac of split-brain 
thinking has dug what might be 
termed a Cartesian well of lone¬ 
liness, in which the conscious¬ 
ness is held to be separate from, 
or irrelevant to, the body and the 
world. In other words, a classic 
feature of clinical schizophrenia 
may have become an accepted 

A study of the mad 

Above: Peter Cushing—the ultimate elegant mad scientist, in CURSE OF 
FRANKENSTEIN (1957)—was both dashing and dangerous as the Baron, reflecting 

society's ambivalent attitudes toward science and technology. Below right: The Mad 
Doctor continues to haunt the screen, most recently In the form of Gary Oldman's Dr. 
Smith in LOST IN SPACE. Below left: This article Is excerpted from the Introduction 

to Screams of Reason: Mad Science and Modem Culture by David J. Skal, by 
of the publisher, W.W. Norton. © 1998 by David J. Skal. 



scientist, master of modern anxiety- 

way to conceptualize reality. 
The controversial psy¬ 

chotherapist R. D. Laing (1927- 
1989), whom many clinical col¬ 
leagues considered a species of 
mad doctor, turned psychiatry 
topsy-turvy with his heretical 
theories about the nature of 
schizophrenia, which he viewed 
as a retreat from an unbearable 
false self imposed by society 
and the family into a true self, 
unfettered in madness. In a sim¬ 
ilar vein, psychologist Louis 
Sass, in his provocative study 
Madness and Modernism 
(1992), observes that the schiz¬ 
ophrenic, rather than represent 
a descent into “wild" irrational¬ 
ity—the classical view of insan¬ 
ity—may in fact display a high¬ 
ly exaggerated rationality. Sass 
notes the striking similarities 
between schizophrenic symp¬ 
toms and the excessive self- 
consciousness of much modern 
art and literature. His thesis is 
an impressive one, and while 
Sass doesn’t begin to examine 
popular culture, it becomes im¬ 
mediately clear that a relation¬ 
ship between madness and hy- 
perintellectualism is also an 
overwhelming preoccupation of 
mass media science fiction. 
Even “serious" science fiction, 
closely examined, reveals itself 
to be frequently and deeply hos¬ 
tile to ideas. The s-f writer and 
critic Barry N. Malzberg makes 
the point in his book The En¬ 
gines of the Night (1982): “Sci¬ 
ence fiction, for all its trap¬ 
pings, its talk of ‘new horizons’ 
and ‘new approaches’ and 
‘thinking things through from 
the beginning’ and ‘new literary 
excitement’ is a very conserva¬ 
tive form of literature. It is 
probably more conservative 
than westerns, mysteries or 
gothics, let alone that most re¬ 
actionary of all literatures, 
pornography. Most of its writers 
and editors are genuinely trou¬ 
bled by innovative styles or 
concepts...they have a deep 
stake by the time they have 

achieved any position in the 
field in not appearing crazy.” 

As an occasional writer of 
unapologetically “crazy sci¬ 
ence fiction myself, I would ar¬ 
gue (and cite Malzberg’s work 
itself as evidence) that the genre 
excels at its thematic and stylis¬ 
tic extremes. Screams of Rea¬ 
son makes no pretense of pro¬ 
viding an cvenhanded survey of 
literary science fiction, a vast 
and unruly realm. The mad sci¬ 
entist was an important preoc¬ 
cupation of the genre during its 
formative century—Shelley s 
Frankenstein, Stevenson’s 
Jekyll, and Wells’s Moreau re¬ 
main towering, glowering icons 
to the present day—but much of 
modern literary science fiction, 
with its relentlessly upbeat atti¬ 
tude toward almost anything 
technological, has looked upon 
the mad scientist as an antedilu¬ 
vian embarrassment. 

The critic Lionel Trilling 
once went so far as to declare 
(quite prematurely, of course) 
the mad scientist dead. In The 
Liberal Imagination (1950) 
Trilling says that the “social po¬ 
sition of science requires that it 
should cease,” noting that any 
exploration of the dark, uncon¬ 
scious side of science and sci¬ 
entists is generally taboo. “But 
no one who has ever lived ob¬ 
servantly among scientists will 
claim that they are without an 
unconscious or even that they 
are free from neurosis," Trilling 
writes. “How often, indeed, it is 
apparent that the devotion to 
science, if it cannot be called a 
neurotic manifestation, at least 
can be understood as going very 
cozily with neurotic elements in 
the temperament..." Since sci¬ 
ence fiction literature has itself 
remained cozy with the scientif¬ 
ic establishment, it has been left 
to mass media science fiction to 
keep alive the essential mythol¬ 
ogy of the mad scientist in all 

his overreaching, exultant, trag¬ 

ic glory. 
As a precocious midwestem 

grade schooler, 1 was attracted 
to science fiction stories and 
films specifically because of 
their surreality, their nuttiness, 
their cracked-mirror reflections 
of a frightening cold war decade 
when everything seemed on the 
verge of explosion and extinc¬ 
tion. 1 didn't make a meaningful 
distinction between science fic¬ 
tion and horror; after all, 
weren’t they always shelved 
next to each other at the library 
and the bookstore? The uncan¬ 
ny, otherworldly images of Ray 
Bradbury, Bram Stoker, H. G. 
Wells, and Edgar Allan Poe all 
merged together for me in a sin¬ 
gle escapist continuum. 

My first clear memory of 
watching a motion picture of 
any genre was at the age of six 
in late 1958, when FRANKEN¬ 
STEIN MEETS THE WOLF- 
MAN was first broadcast on 
Cleveland television. As on ca¬ 
ble television today, the films 
were shown repeatedly through¬ 
out the week of their premieres; 
I encountered the momentous 
doubleheader monster bill one 
Saturday afternoon on our hefty 
Magnavox console. 

FRANKENSTEIN MEETS 
THE WOLFMAN, despite its 
absurd plot, still contains a car- 
toonish distillation of the classic 
Apollonian-Dionysian struggle, 
acted out by a pair of superhu¬ 
man beings, one a monster of 
science, one a monster of super¬ 
stition. High art it ain’t, but it’s a 
clear example of how pop cul¬ 
ture manages to deliver mighty 
themes to vast audiences of or¬ 
dinary people in different to the 
higher realms of literature, mu¬ 
sic and art. In the blue collar 
suburb I grew up in, people who 
didn’t have much use for Don 
Giovanni responded to Dracula, 
and Frankenstein proved a ser- 

IBy David JL Sfcal 

MURDERS IN THE RUE MORGUE 
(1932): Bela Lugosi experiments on 

an unfortunate Arlene Francis. 

viceable substitute for Faust. 
For me, the archetypal passion 
of the mad scientist provided a 
useful construct on which to 
hang my own emerging creative 
aspirations, my adolescent emo¬ 
tional turmoil, and my preco¬ 
cious intellectual curiosity, 
which frequently left me feeling 
alienated and misunderstood. 

In the backyard and base¬ 
ment I conducted my own ex¬ 
periments in monster making, 
building my creations not with 
dead tissue but with tissue pa¬ 
per, painstakingly applied to the 
faces and hands of willing or 
perhaps simply bored neigh¬ 
borhood children, who might 
emerge from my subterranean 
workshop as desiccated mum¬ 
mies, fantastic space aliens, 
brides of Frankenstein, or sim¬ 
ply spectacularly blistered and 
maimed. Using well-thumbed 
copies of Famous Monsters of 
Filmland as my guide, with 
Charmin, Elmer’s glue, and 
gooey red tempera paint as my 
primary tools, I brought forth 
countless monstrosities, apply- 
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“How often, indeed, it is 
apparent that the devotion to 

science...can be understood as 
going very cozily with neurotic 
elements in the temperament. 

The supposedly rational scientist may be tainted with bestial passions, as in DR. 
JEKYLL AND MR. HYDE (1932) with Frederick March and Miriam Hopkins. 

ing neck bolts, third-degree 
burns, dangling eyeballs, and 
wavering antennae to the faces 
of wide-eyed innocents. Often I 
recorded the fruits of my toil on 
8-millimeter movie film, or 
sometimes I just sent my com¬ 
pliant creations staggering 
through the wooded field that 
separated our neighborhood 
from the next, the better to star¬ 
tle and annoy an unsuspecting 
populace. 

Needless to say, a lot of peo¬ 
ple thought I was nuts. Certainly 
I identified with mad scientists 
and monsters. Why not? In the 
overheated Cold War days of 
the early l%()s, an age of duck- 
and-cover drills and the om¬ 
nipresent threat of nuclear anni¬ 
hilation, why not get on the 
good side of the guys who con¬ 
trolled the bombs and radiation 
and superhuman creations that 
nothing could kill? (In retro¬ 
spect, those Hiroshima-style 
burn makeups 1 applied to my 
friends seem especially unset¬ 
tling.) It's no wonder that a cer¬ 
tain stripe of hard-core sci-fi fan 
often displays all the signs asso¬ 
ciated with the classic mad sci¬ 
entist: a profound social alien¬ 
ation counterbalanced by a 
grandiose power fantasy; the 
dream of "scientific mastery” 
barely covering a sense of vul¬ 
nerability and inadequacy; the 
fear of being "out of control” or 
crazy. My personal annihilation 
anxieties during the Cuban mis¬ 
sile crisis may have been partic¬ 
ularly acute, but a fantasy iden¬ 
tification with overreaching sci¬ 
ence can appeal to a much wider 
range of quieter desperations. 

In a pointed essay called The 
Embarrassments of Science 
Fiction, Thomas M. Disch 
notes the perennial popularity 
of s-f for blue-collar audiences. 
Tracing the social origins of the 
genre, Disch observes that the 
“pulp magazines that arose at 
the turn of the century, had, as a 
matter of survival, to cater to 
the needs of the newly literate 
working classes. "SF is rife 
with fantasies of powerless in¬ 
dividuals, of ambiguous an¬ 
tecedents, rising to positions of 
commanding importance. Often 
they become world saviors. The 
appeal of such fantasies is 
doubtless greater to one whose 
prevailing sense of himself is of 
being undervalued and meanly 
employed; who believes his es¬ 

sential worth is hidden under 
the bushel of a life that some¬ 
how hasn’t worked out as 
planned; whose most rooted 
conviction is that he is capable 
of more, though as to the nature 
of this unrealized potential he 
may not be too precise." 

The crazed villains of pulp 
s-f are paradoxically driven by 
the same dreams and frustra¬ 
tions as the fictional heroes and 
their real-life readers. Like 
Dracula, another penny dreadful 
power icon for the powerless, 
the mad scientist is a working- 
class hero, something to be. 

Other aspects of mad science 
transcend class issues and go 
straight for the metaphysical 
jugular. The problem of infus¬ 
ing dead matter with life, a cen¬ 
tral concern of mad scientists 
everywhere, is also a pointed 
allegory of the modern world’s 
difficulties in reconciling the 
seeming contradictions of mat¬ 
ter and mind, science and su¬ 
perstition. In the mechanistic 

modern universe, conscious¬ 
ness is taboo, an embarrassing 
wild card inexplicable in New¬ 
tonian terms, even though it 
should be self-evident that the 
universe reveals itself only 
through the medium of con¬ 
sciousness. We know that we 
are not dead, that we possess 
subjectivity and volition, but re¬ 
spectable, reduct ion istic science 
tends to tell us otherwise. 

The mad scientist, on the 
other hand, is a restless synthe¬ 
sizer, scuttling around his labo¬ 
ratory, stitching together our 
central schisms, digging into 
graves while pulling down the 
energy of the sky. In addition to 
bringing dead things to life, the 
mad scientist reconciles evolved 
consciousness with lower life- 
forms, another perennial preoc¬ 
cupation of the crazed clinicians 
in literature and popular culture. 

Collective reveries about 
mad science often interact with 
the real world in forms beyond 
escape and entertainment Take, 

for example, the case of a New 
Mexico doctor, Jean B. Rosen¬ 
baum. who, while a freshman 
medical student, witnessed the 
untimely death of a woman from 
heart disease. He wrote in 1967: 

I despaired at the loss of life 
in such a young person and wav 
irritated at the useless proce¬ 
dures applied in the effort to re¬ 
store her heartbeat. After 
brooding over her death for 
several weeks I decided to take 
an active approach—to consid¬ 
er the possibility of more effec¬ 
tive ways to reactivate the 
stilled heart. 

No sooner had the problem 
presented itself than Franken¬ 
stein came to mind. I had not 
thought of the film for many 
years, having been rather 
frightened as well as excited by 
it as a child. Nonetheless, there 
was the scene before me: the 
grotesque and lifeless monster 
high on a platform in that 
creepy old castle; vivid ominous 
lightning crackling: threatening 
thunder rumbling; awesome de¬ 
vices gathering energy and 
sporting electrical bolts. At last 
the energy made its potent wav 
to the monster. Electricity stim¬ 
ulated his body and he came co 
life. Absurd as this drama may 
be to the sophisticated audi¬ 
ences of today. I was fascinated. 

Just as Rosenbaum was 
about to let go of the memory, 
an inspiration flashed: Franken¬ 
stein showed him how a stopped 
human heart could be forced to 
beat again. The result was 
Rosenbaum’s invention of the 
first cardiac pacemaker in 1951. 

Other concrete manifesta¬ 
tions of mad science are far less 
salutary. The twenty-fivc-bil- 
lion-dollar boondoggle of 
Ronald Reagan’s Strategic De¬ 
fense Initiative, popularly 
known as Star Wars, (much to 
the chagrin of George Lucas, 
director of the movie STAR 
WARS, who tried unsuccessful¬ 
ly to enjoin the use of his film 
title by organizations lobbying 
for and against SD1) was driven 
by the fantastic premise of a nu¬ 
clear X-ray laser, which did not 
exist in fact and existed only 
very shakily in theory. The 
main proponent of this dubious 
death ray was Dr. Edward 
Teller, popularly known as the 
father of the H-bomb. Teller de¬ 
tested the mad scientist col¬ 
orations attending his reputa- 
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tion and, according to some ob¬ 
servers, saw the peacemaking 
potential of a nuclear umbrella 
in space as a way to salvage his 
good name, which was on 
shaky ground in the age of the 
growing anti-nuclear move¬ 
ment, Three Mile Island, and 
Chernobyl. But the public and 
its legislative representatives, 
conditioned by decades of sci¬ 
ence fiction imagery and in¬ 
creasingly compelling special 
effects technology, were willing 
to accept the premise. Why not? 
We hud already seen it a thou¬ 
sand times before. 

Our relationship to science 
and technology is complex and 
increasingly embattled. A puri¬ 
tanical suspicion of the intellect 
is still deeply ingrained in the 
American character; ideas, like 
sex (not to mention ideas about 
sex), are still regarded in many 
quarters as a slippery slope to 
hell. Science and technology 
bashing has been increasingly 
the subject of popular books, 
with authors taking both the of¬ 
fense and the defense. Although 
our cultural and economic fu¬ 
tures arc highly dependent on 
scientific training and techno¬ 
logical innovation, we maintain 
a maddening Jekyll-and-Hyde 
hypocrisy in the basic areas of 
educational funding, teachers* 
salaries, etc. Specialized knowl¬ 
edge, scientific and otherwise, 
is routinely stifled and belittled, 
sometimes—as even scientists 
will occasionally admit—with a 
certain amount of justification. 

In a 1993 essay, Princeton 
University scientist Freeman J. 
Dyson candidly discusses the 
popular backlash against sci¬ 
ence, which he predicts will be¬ 

come increasingly bitter as long 
as economic inequities persist. 
While refusing to blame science 
alone for the fraying of the so¬ 
cial and economic fabric, 
Dyson holds that scientists arc 
“more responsible than most of 
us arc willing to admit." 

We are responsible for the 
heavy preponderance of toys for 
the rich over necessities for the 
poor in the output of our labo¬ 
ratories. We have allowed gov¬ 
ernment and university labora¬ 
tories to become a welfare pro¬ 
gram for the middle class while 
the technical products of our 
discoveries take away jobs from 
the poor. We have helped to 
bring about a widening split be¬ 
tween the technically competent 
and computer-owning rich and 
the computerless and technical¬ 
ly illiterate poor... / recently 
listened to a distinguished aca- 

Rlght: FRANKENSTEIN (1931, with 
Colin Clive) is Faust for a mass 
audience. Lett: Basil Rathbone 

played SON OF FRANKENSTEIN 
(1939), with Bela Lugosi as Igor, and 

Boris Karloff as the monster. 

demic computer scientist who 
told us joyfully how electronic 
data bases piped into homes 
through fiber-optic cables are 
about to put newspapers out of 
business. He did not care what 
this triumph of technological 
progress would do to the poor 
citizen who cannot afford fiber 
optics and would still like to 
read a newspaper. 

It has become something of 
an argumentative cliche (and a 
winning one, as the steamroller¬ 
ing progress of the genetic engi¬ 
neering industry demonstrates) 
for scientists to insist on a clear 
line of demarcation between 
pure science and its technologi¬ 
cal applications. This strikes me 
as a bit disingenuous and imme¬ 
diately calls to mind the old 
Tom Lchrer song: “Once the 
rockets go up/ Who cares where 
they come down?/ That’s not 
my department/ Says Wcrnher 
von Braun." Few, if any, mod¬ 
ern scientists work in a techno¬ 
logical vacuum; even "pure re¬ 
search” in educational settings 
is funded by somebody, and that 
somebody is likely to be indus¬ 
try or the military. I will there¬ 
fore avoid clumsy constructions 
like “mad science and/or tech¬ 
nology" (the term “mad technol¬ 
ogist," after all, has never exact¬ 
ly taken hold). Despite a regret¬ 
table tendency for many science 
professionals to affect the atti- 

Another mad doctor whose work blurs the line between human and animal Is Dr. 
Moreau, best embodied by Charles Laughton In ISLAND OF LOST SOULS. 

tudes of a privileged, priestly 
caste, scientists inhabit the same 
society as the rest of us and are 
motivated by the same range of 
drives, ambitions, and weak¬ 
nesses as other people. Our 
prevalent, hyperbolic images of 
the madly overreaching scientist 
may be a half-conscious bal¬ 
loon-popping response to the 
perception— correct or not— 
that too much of modern life is 
controlled by arrogant and irre¬ 
sponsible science-related struc¬ 
tures and systems. 

This book is not a critique of 
science per se, although I am 
disturbed by scientism, or sci¬ 
ence transmuted into a self-con¬ 
gratulatory, quasi-religious be¬ 
lief system from its more proper 
role as a systematic means of 
understanding the physical 
world. Some of the recent 
claims about artificial intelli¬ 
gence, virtual reality and cy¬ 
borgs strike me as almost mad, 
truly crackpot and delusional. (I 
deal with them at some length in 
my last chapter, “Vile Bodies.”) 
But my primary interest here is 
not the machinations of science 
itself but the fascinating life and 
times of its dark doppelganger, 
the mad scientist, in all his over¬ 
reaching glory. Screams of Rea¬ 
son itself may be a slightly 
crazed experiment, but what 
better way to explore our multi¬ 
level cultural waltz with the ma¬ 
niac in the lab coat: where he's 
been leading us, what he’s try¬ 
ing to tell us. und why he never 
really goes away. □ 

David J. Skal is the author of 
V is for Vampire and Dark Car¬ 
nival, which were previously 
excerpted in Cinefantastique. 
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Disney marks the 70th anniversary of 
their biggest star with a video anthology. 

The new compilation of short subjects shows off Mickey and his various 
co-stars. Including Pluto, seen here In MICKEY'S SURPRISE PARTY. 

By Dan Scapperotti 

The genesis of the world’s 
most famous animated charac¬ 
ter and corporate logo has been 
recounted many times: Walt 
Disney, returning from a disas¬ 
trous business trip to New York, 
where clawing corporate hands 
at Universal Pictures had 
snatched his most famous cre¬ 
ation at the time, Oswald the 
Rabbit, away from him. The 
gloomy train journey home and 
the creation of Mortimer 
Mouse—yes, Mortimer. Fortu¬ 
nately Disney’s wife was there 
to re-christen the new character 
Mickey. Oswald, of course, fad¬ 
ed to a footnote in animation 
history while Mickey enjoys a 
worldwide popularity now sev¬ 
enty years later. 

On November 30th, Mickey 
will celebrate 70 years in the 
business, and the video division 
of the studio that gave him birth 
intends to mark the milestone 
with a new tape compilation of 
the Mouse’s cartoons, THE 
SPIRIT OF MICKEY. The Di¬ 
rector of Programming and 
Product Development for the 
division, Stan Deneroff, has 
been searching the vaults for a 
suitable collection. A self-ad¬ 
mitted Disneyphile, Deneroff 
came up with eleven short sub¬ 
jects. “We’re going to present 
Mickey and his gang, to give an 
overview through the years that 
represent the best of Mickey,” 
said Deneroff. “It shows him in 
various guises and various act¬ 
ing abilities. It will be a sam¬ 
pling of what Mickey was like 
over the years." 

Deneroff has chosen to ig¬ 
nore such new vehicles as “The 

Prince and the Pauper” and 
“The Runaway Brain." Instead 
his choice of titles ends in 1948 
with "Mickey and the Seal." Al¬ 
though the titles and end cards 
will be missing from each car¬ 
toon, the content itself will be 
complete, and new material will 
be inserted between each short. 

“We will be creating custom 
interstitials with rotoscopcd 
elements of Mickey, Donald, 
Goofy, and Minnie, which 
we’re compositing against new 
backgrounds to set up each of 
the cartoons,” Deneroff said. 
“We’re not presenting the car¬ 
toons in any kind of chronologi¬ 
cal order. We decided it was 
better to go for what played best 
and keep two Mickey-and-Pluto 
cartoons from being back to 
back. We went more for playa¬ 
bility than chronology." 

Though Mickey’s first the¬ 
atrical appearance in “Steam¬ 

boat Willie" (1928), the first an¬ 
imated short with sound, will be 
included, it comes at the end of 
the new tape. "The Band Con¬ 
cert," Mickey's first color car¬ 
toon in 1935 was also selected. 
"We sort of came up with an in¬ 
teresting approach in that we 
found an old clip of Mickey, 
who's more present-day look¬ 
ing, looking at a Mickey who is 
black-and-white with rubbery 
legs and is a more rat-like 
Mickey. The Mickey on the left, 
the black-and-white one, is 
dancing, and the other one says 
to him 'Are you the original 
Mickey Mouse?’ and he just 
goes ‘Squeak!’ We were able to 
get Walt Disney’s presence in 
there, too. We do a dissolve into 
Walt Disney talking about when 
he first met Mickey, and Mick¬ 
ey was a starving young artist. 
That segues into ‘Steamboat 
Willie.’ This is really creating a 

special treatment for our 
biggest star." 

While wading through the 
dozens of cartoons and evaluat¬ 
ing which to include on the 
tape, Deneroff wanted to in¬ 
clude new material. “As part of 
our evaluation, we have includ¬ 
ed two cartoons which have not 
previously been released on 
video. A big factor was trying 
to find something new that had¬ 
n't already found its way into 
peoples homes. Unfortunately, 
most of the Mickey Mouse car¬ 
toons. except for the b&w ones, 
have at some point or another 
been released on home video. It 
was just a question of selecting 
the ones that weren’t over ex¬ 
posed and finding ones that 
have never been used. We came 
up with two that had never been 
released on video before, ‘Or¬ 
phans Picnic’ [1936] and 
‘Mickey’s Surprise Party.’” Re¬ 
leased in 1939, “Mickey’s Sur¬ 
prise Party” is not to be con¬ 
fused with “Mickey’s Birthday 
Party” three years later. In the 
first film, the bulk of the action 
falls to Minnie Mouse, who's 
baking cookies in the kitchen. 
Thanks to the antics of her dog, 
Fifi, popcorn kernels fall into 
the dough with wild results. 

"We wanted to give a sam¬ 
pling of Mickey in various guis¬ 
es,” Deneroff explained. “For 
example, historically we in¬ 
cluded ’The Band Concert’ be¬ 
cause that is Mickey’s first col¬ 
or cartoon. Then we picked 
something like 1936’s ‘Thru the 
Mirror,’ which I love because 
he docs this whole Fred Astaire 
imitation. I think it’s one of the 
most astounding things that’s 
ever been animated by the stu- 
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Above: in THE WORM TURNS, a mouse turns the tables on a cat, thanks to a 
potion devised by Mickey. Left: MICKEY AND THE SEAL, the tape's latest cartoon. 

dio, especially when you pay 
attention to things like the re¬ 
flections in the cartoon and the 
amount of detail work that went 
into that. We have all these 
dancing cards with numbers on 
them like the three of hearts and 
the six of diamonds and they're 
all shown in reflection at the 
same time. It's quite astound¬ 
ing. and Mickey shows himself 
to be a suave dancer in this. It's 
just totally charming in that re¬ 
gard. It's a very free adaptation 
of the Alice’s Adventures 
Through the Looking Glass. But 
I think it really captures that 
sort of wacky world better then 
any other version of Alice, even 
though it's not a strict literal 
telling of the story, just using it 
as a guide post." 

The ninth Academy Award 
winner for the studio, the 1941 
short, “Lend A Paw,” features 
Mickey and Pluto with the flop¬ 
eared dog being split by his 
good and evil sides over jeal¬ 
ousy at Mickey's attention to a 
kitten. Pluto is also featured in 
another cartoon on the tape, 
“Canine Caddy’’ (1941). “We 

wanted to give a complete pro¬ 
file of the character and give his 
pals a bit of the spotlight in 
these cartoons,” said Dcncroff. 
“We didn’t want to focus only 
on Mickey. Mickey had to have 
a presence in each of the car¬ 
toons, but in some of them the 
real feature is on Pluto, like in 
‘Lend A Paw,’ and the same 
with 'Orphans Picnic.’ Mick¬ 
ey’s there, and Pluto’s there, but 
the focus of attention seems to 
be on Donald Duck. In 'Mick¬ 
ey's Surprise Party,’ we spend a 
lot of time with Minnie. We 
didn’t want to call it Mickey 
and His Gang, but we felt we 
wanted to include all his costars 
with him. Co-stars were impor¬ 
tant in his shorts. Except for 
one called 'Just Mickey’ (1930) 
I can't think of one that his co- 
stars don't appear in. We give a 
sampling of him in the span 
from 1928 to 1948.” 

The only known footage to 
exist of Walt Disney recording 
the voice of Mickey Mouse was 
for the cartoon “Mr. Mouse 
Takes A Trip.” The studio fea¬ 
tured the footage as part of the 

'Making of Fun and Fancy 
Free’ on the recent video re¬ 
lease of the 1947 feature. The 
film shows Disney with actor 
Billy Bletcher who does the 
voice of Pete, the conductor 
who harasses Mickey while the 
Mouse tries to keep Pluto hid¬ 
den on the train. 

As a kind of animated Three 
Stooges, Mickey, Donald Duck 
and Goofy teamed up for a se¬ 
ries of hilarious cartoons in¬ 
cluding "Clock Cleaners," “The 
Whalers,” and "Moving Day.” 
These trio adventures are repre¬ 
sented by the 1938 short, 
“Mickey’s Trailer.” “I actually 
love that cartoon,” said Den- 
eroff. “I think ‘Mickey’s Trail¬ 
er’ is just one of the most fun of 
them all. It featured them inter¬ 
acting very cleverly and we also 
have their solo moments alone 
to give them each a spotlight. 
It’s a very funny cartoon which 
holds up today.” 

Chronologically, the last 
Mickey Mouse cartoon includ¬ 
ed on the tape is “Mickey and 
the Seal.” “That is also a fun 
cartoon especially the segments 

in the bath tub with the seal and 
Mickey not knowing that the 
seal is in there and having his 
back scrubbed for him. It’s all 
such cute stuff.” 

Rounding out the tape is 
“The Worm Turns” from 1937. 
Mickey splashes together a 
strange potion that gives 
strength and courage to whatev¬ 
er he sprays. Suddenly a fly, a 
mouse, and a cat arc able to turn 
on their aggressors. Even Pluto 
gets his chance to do a little tor¬ 
menting of his arch enemy, Pete 
the dog catcher. 

The new material created es¬ 
pecially for the tape includes a 
theme song, “Hey, Mickey,” 
which will be sung over the 
opening montage of films clips. 
“There will be an introduction, 
and each of the cartoons will be 
set up by some interstitial fea¬ 
ture,” said Dcncroff. “Intersti¬ 
tial guests will include Mickey, 
the host, Minnie, Donald, 
Goofy, Pluto, Daisy, Ludwig 
Von Drake and even Goofy’s 
son Max. We have all these 
people showing up to say their 
words about Mickey.” 
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The enduring myth of heaven, revisited 
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by Anthony P. Montesano 
Nicolas Cage and Meg Ryan star in the latest exploration of angel mythology 

CITY OF ANGELS, a loose remake of Wlm Wenders' WINGS OF DESIRE. "How do you explain 
it...the enduring myth of 
Heaven?" 

—CITY OF ANGELS 

The 1990s have seen a renewed 
fascination with angels and all 
things spiritual. A 1996 Gallup 
poll reported that nearly three out 
of four people in the country be¬ 
lieve in angels. References to these 
heavenly creatures continue to ap¬ 
pear with great frequency in pop 
song lyrics. Magazines {Angels on 
Earth) and speciality stores (Call¬ 
ing All Angels) have been founded 
to focus exclusively on angels. On 
television, TOUCHED BY AN 
ANGEL (the ’90s answer to the 
'80s HIGHWAY TO HEAVEN) 
has risen to the top ten in the rat¬ 
ings. Books and documentaries on 

angels are everywhere. 
Of course, Hollywood respond¬ 

ed to this increased interest with 
an outpouring of films on the sub¬ 
ject: THE CROW (and its sequel). 
THE PREACHER'S WIFE, 
MICHAEL. HEARTS & SOULS, 
ANGELS IN THE OUTFIELD, 
FALLEN, and THE PROPHECY 
are just a few of the films that have 
recently explored angel mytholo¬ 
gy. This year, CITY OF ANGELS 
opened on Good Friday and stayed 
at number one at the box office for 
two weeks. A loose remake of 
Wim Wenders 1988 German film 
WINGS OF DESIRE, it conforms 
to many of the "accepted rules" re¬ 
garding angels on screen: they can 
only be seen when they want to be 

seen; children have no problem 
seeing them; they travel at the 
speed of thought; they have never 
been mortal; and they often long 
for the joys of human life. 

Despite the fact that these in¬ 
habitants of Heaven are closer to 
God, feel no pain and appreciate 
aspects of nature humans could 
never begin to understand, it 
seems that angels want to experi¬ 
ence physical life. Could this be 
the arrogance of human screen¬ 
writers postulating such notions? 
We only need examine the films 
themselves to figure this out. Why 
would creatures of the light want 
so badly to be human? One fre¬ 
quent explanation is their desire to 
fall in love. But, as evidenced by 
Seth in CITY OF ANGELS, an¬ 
gels need not be human to fall in 
love. In fact, they are in a state of 
complete love all of the time. 
What then? The need to physically 
consummate that love? Apparently 
so. A very “human" desire. 

Seth (appealingly played by 
Nicholas Cage, in his best role 
since winning the Oscar for 
LEAVING LAS VEGAS) falls in 
love with Maggie (Meg Ryan), a 
heart surgeon suffering a crisis of 
confidence after losing a patient 
on her operating table. After con¬ 
sulting a fellow angel (Andre 
Braughcr), Seth decides to "show" 
himself to Maggie, and the two 
quickly form a bond. Maggie 
slowly begins to question her be¬ 
liefs and her personal-sexual rela¬ 
tionship with a fellow heart sur¬ 

The angel Seth (Cage) appears to Ryan s distraught surgeon, Maggie, who is 
facing a crisis of doubt after losing a patient on the operating table. 

geon. Former angel-turned human 
(Dennis Franz) is thrown in the 
mix as a romantic catalyst. Early 
on, the film is filled with wonder¬ 
ful moments (a convenience store 
robbery stands out) which, with 
the visual panache of a silent film, 
convey the symbiotic relationship 
between humans and angels. The 
two—both part of the same cre¬ 
ation—exist on different planes, 
just a step away from one another. 
Angels are everywhere, helping 
humans where they can, acting as 
guides for those about the pass on 
to the other side. Understated visu¬ 
als (the film avoids angel wings in 
favor of long black trench coats, 
for example) create a soothing au¬ 
ra throughout. And, although the 
sweeping camera movements pro¬ 
vide the audience with an angel’s 
point-of-view of their various ac¬ 
tivities throughout the day (you’ll 
never look at the Hollywood sign 
the same way again), the film, for 
the most part, undcr-utilizcs its 
Los Angeles setting, returning 
time and again to the same loca¬ 
tions. primarily a library and a 
small strip of beach (shot from the 
same angle each time). While the 
repetition may have been inten¬ 
tional to underscore the assigned 
“beats” of these angels, the effect 
is limiting. 

The central relationship be¬ 
tween Cage and Ryan never gener¬ 
ates an adequate level of passion 
to make us believe Seth would 
give up an eternity of bliss for a 
human lifetime with Maggie. Ryan 
doesn’t begin to approach the 
same level of complexity she 
brought to her finest moment on 

Seth gets some pointers from a 
previous angel who fell to Earth. 
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Observed by other angels, a smitten Seth moves through the library In search of Meg Ryan's character. 

screen: the character of Sally Al¬ 
bright in WHEN HARRY MET 
SALLY... That’s not to say the film 
is without genuine moments. The 
conversations between Seth and 
Maggie are, in fact, quite provok¬ 
ing. It’s just that we’ve seen much 
of this before. The ending—al¬ 
though admirably avoiding recent 
Hollywood convention—falls prey 
to even worse levels of melodra¬ 
matic contrivance, and the emo¬ 
tion it should elicit is dampened by 
the lack of passion preceding it. 
Director Brad Silberling previous¬ 
ly explored similar, albeit more 

cartoonish, territory in CASPER. 
His work here, though polished 
and strangely comforting to watch, 
does little to expand the bound¬ 
aries of angels on screen. 

The 19V0s are by no means the 
only era to explore the myth of an¬ 
gels on screen, hut the prolifera¬ 
tion in this decade is quite notable. 
And the range with which this top¬ 
ic is examined has provided a 
broad canvas on which to paint 
these Heaven-sent messengers and 
engender them with our own hu¬ 
man needs. Interestingly, angels 
on screen fall into two categories: 
those that were never human 

and Heaven—between us and 
God. And almost universally, these 
films suggest that while the angels 
are on a higher plain than we arc, 
they are just as unsure of God’s 
thinking as humans are. Sure, they 
understand the afterlife better, but 
they are still at a loss to explain 
“why" someone is going to die. for 
example. With a deeper under¬ 
standing of the balance between 
life and afterlife, they simply ac¬ 
cept it better. 

CITY OF ANGELS provides a 
supernatural help network, on call 
24 hours a day to assist humans. 

Angels arc always there when we 
need them. They’re nice to have 
around; they are our friends. Al¬ 
though they may want to be like 
us, they don’t hate us (as in THE 
PROPHECY). And in the end, 
they have the same level of free 
will as we do to make a decision 
to stay an angel or to “fall’’ and 
become a human. However, when 
a young girl dies early on, it’s 
clear (hat it can’t work the other 
way around: she can’t become an 
angel simply because she died. 

In other films, the line between 
ghost and angel is not so clear. 
Certainly, the title character in 
GHOST (Patrick Swayzc) acts as a 
guardian angel for the lover (Demi 
Moore) he left behind, although he 
is basically powerless to help her. 
The same holds true for the spirits 
in HEARTS & SOULS. Killed in a 
bus accident at the beginning of 
the film, they are immediately as¬ 
signed the role of guardian angels 
for the character played by Robert 
Downey, Jr. But are they angels or 
ghosts? In THE CROW, a mortal 
returns as an avenging angel to 
bring justice to his and his girl¬ 
friend's murder. Perhaps the 
granddaddy of this type of angel 
film is IT’S A WONDERFUL 
LIFE. Already steeped in a Christ¬ 
mas Eve setting (Christmas, more 
than any other holiday, evokes the 
images of angels), the film’s angel 
Clarence, sent to help George Bai¬ 
ley (James Stewart), is actually a 
former mortal trying to earn his 
wings. Unless you've lived in a 
cave for the last 50 years you al¬ 
ready know that “every time a bell 
rings, an angel gets his wings." 

The sinister side of angels has 
also made for interesting charac¬ 
terizations on screen. In Martin 

continued on page 61 

(MICHAEL, THE PROPHECY. 
CITY OF ANGELS) and those 
who have passed on and arc “earn¬ 
ing their wings” (HEARTS & 
SOULS, IT’S A WONDERFUL 
LIFE, THE CROW, GHOST). 

Those who fall into the first 
category drive the dramatic course 
of films like CITY OF ANGELS, 
which portray these creatures as 
benevolent guides, guardians or 
messengers. Some films, however, 
have treated them as violent and 
dangerous (THE PROPHECY, 
FALLEN. THE CROW), and at 
least one film advanced the notion 
of them as clueless beautiful be¬ 
ings (DATE WITH AN ANGEL). 
Regardless of the emphasis, the 
overwhelming theme is the same. 
Angels act as a buffer between us 

Comparing notes on their observations ot humanity, Seth and another angel 
(Andre Braugher) sit atop a freeway sign in an early, amusing scene. 

49 



Avoids the usual disaster film cliches 
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by Alan Jones 

This loose remake of George 
Pal’s 1951 WHEN WORLDS 
COLLIDE has a very deep impact 
on both they eyes and the heart. 
Rather than the tepid disaster 
movie that director Mimi Lcder’s 
last outing (THE PEACEMAK¬ 
ER) led us to expect, DEEP IM¬ 
PACT eschews all TOWERING 
INFERNO cliches, spits them out, 
and reinvents the genre in purely 
human terms. Clearly spurred on 
bv the absorbing screenplay from 
Michael Tolkin (THE RAPTURE 
and Bruce loci Rubin (GHOST). 
Leder places their skilled, com¬ 
pelling, and thought-provoking 
scenario at center stage, then 
stands back and lets all the emo¬ 
tional and visual fireworks em¬ 
anate from the rock solid core. 

A huge comet is on a collision 
course with Earth, threatening all 
life on our planet if a risky space 
mission, led by Spurgeon Tanner 
(Duvall), doesn’t explode the 
threat with nuclear warheads. A 
backup plan consists of placing 
scientists, doctors, and academics 
in underground “Arks" in the 

in th. last flv. minutes ot DEEP IMPACT. M» destruction promised In the film’. trader dually a„l,.a-too little, too late. 

desert, along with a random selec¬ 
tion of ordinary citizens chosen by 
lottery. Obviously, the news has a 
cataclysmic effect on the global 
population, and it's one of the best 
strands of of the movie. Many 
films evoke the “What if?” ques¬ 
tion, yet few really take time to ad¬ 
dress the incumbent serious issues. 
Not so here. The grim reality of the 
situation is beautifully presented. 

How the characters cope with no¬ 
ble resignation, panic, and fate in 
the light of impending extinction 
are the focal points of this very 
mortal disaster movie, which—as¬ 
tonishingly—leaves most of its star 

cast dead. 
Chock full of surprise twists 

and spectacular turns. DEEP IM¬ 
PACT has a chilling gravity that 
impresses most. Leder doesn't 

Fattier and daughter reconciliation: 
Maxlmllllan Schell and Tea Leonl put 

aside their differences to face the 
approaching tidal wave together. 

short-change the fantasy elements: 
she delivers an epic trail of climac¬ 
tic destruction, tidal waves, Man¬ 
hattan flattening, and—the recur¬ 
ring image of modern science fic¬ 
tion—the White House smoldering 
in ruins. Yet it’s the poetic way the 
story is allowed to unfold, the 
complexity of the characters, and 
the total believability of the situa¬ 
tions that give the movie its edgy 
resonance. Rarely has a “disaster 
movie" had such an unadulterated 
credible tone or a sweeping 
panorama of pathos and passion. 

Three tremendous perfor¬ 
mances punch the human dimen¬ 
sions across forcefully. Duvall and 
Freeman are so commanding in 
their roles that they practically 
obliterate everyone else off the 
screen. However, it’s Tea Leoni 
(Mrs. David Duchovny) who grabs 
all the attention and doesn't let go 
as she becomes the prime TV news 
anchor explaining the spine-tin¬ 
gling information, then leaves a 
long-lasting impression by forgo¬ 
ing her Ark placement to reconcile 
with her estranged father. AR¬ 
MAGEDDON will have to be re¬ 
ally good to top this. 



FILM RATINGS 

ART HOUSE 
By Dan Persons 

PI & THE BUTCHER BOY 
Two slices of thoughtful fantasy fare. 

If ever there was a paster hoy 
far the too-brilliant, it would be 
Maximillian Cohen. Formidable 
mathematician and neurotic 
recluse. Max (Sean Gullette) is al¬ 
ready well on the road to certifia- 
bilily at the beginning of JC. (Live 
Entertainment, 7/98, 85 mins), 
Darren Aronofsky’s gritty colli- 

L sion of mathematic theory and 
New York paranoia. No question 
about it. Max clearly is courting 
his own doom: embracing the no¬ 
tion that there is a formula for 
every phenomenon in nature, he 
starts out determined to predict the 
ebbs and flows of the stock mar¬ 
ket. Instead, the patchwork assem¬ 
blage of electronics he’s construct¬ 
ed to serve as a computer prema¬ 
turely expires, in its death throes 
gracing Max with a number that 
may or may not be the mathemati¬ 
cal code for the true name of God. 
Set upon by thug-like stock bro¬ 
kers and no-less-thuggish scholars 
of the Kabbalah, tortured by ran¬ 
dom seizures that seem nature’s 
ironic comment on the man’s ob¬ 
session with dispelling the myster¬ 
ies of chaos. Max starts off the 
film in a haze of hubris and neu- 
roticism. but by the end is signifi¬ 
cantly humbled in the face of 
forces far beyond the human ken. 

Aronofsky shows a little film- 
geek-like hubris himself. The 
reclusive Cohen—holed up in a 
crumbling, Chinatown apartment 
whose major furnishing is that tin¬ 
ker-toy super-computer—seems 
very much the creation of someone 
who's had to make do while seck- 

Budding sociopath Francis (Eamonn 
Owens) embodies earth bound horror 
in Neil Jordan s THE BUTCHER BOY. 

In IT (pronounced Pi), mathematical genius Maximillian Cohen (Sean Gullette) 
finds his scientific studies leading to apparently mystical conclusions. 

ing his place amongst the likes of 
Woody Allen and Brian DePalma. 
Meanwhile, the mathematician's 
world-view is not unlike that of 
someone who’s spent too many 
nights deconstructing the montage 
patterns of VIDEODROME when 
he should have been out getting 
drunk with friends. (He sets aside 
time every week to bait his old pro¬ 
fessor over a Go board and can 
barely distinguish between the 
well-shod, oily-cordial brokers and 
the black-clad, aggressively amica¬ 
ble Hasidim.) 

Aronofsky films this comedy of 
urban grief in grainy black and 
white—the film format for all gen¬ 
uine, New York stories (you see, 
Woody, you were right)—and capi¬ 
talizes on Max’s revulsion of inti¬ 
macy with looming, personal- 
space violating close-ups of the 
scientist's tormentors. With its vi¬ 
sion of mathematicians courting 
disaster through the intricacies of 
their practice, Jl as a story wouldn't 
have seemed out-of-place in the 
pages of Asimovi. As a film, it’s a 
skewed, perversely enjoyable vi¬ 
sion of New York as a petrie dish 
of chaos theory—a science-fiction 
narrative with more intellectual 
weight than the customary super¬ 
model/alien-breeding-program of¬ 
ferings that the big-studios dish up. 

The monster in Neil Jordan's 
BUTCHER BOY (Geffen, 4/98, 
110 mins, R) is Francie (Eamonn 
Owens), a local youth growing up 
in a small Irish village at the time 
of the Cuban Missile Crisis. That 

Francie is his own kind of atomic 
peril—a raw power whose de¬ 
structive potential can just barely 
be gauged—only gradually comes 
to us; it’s over time that we realize 
we're seeing the world through the 
boy’s eyes, and his vision—the 
skewed but near-credible percep¬ 
tion of the borderline sociopath— 
is leading him down a road that 
can only end in doom. Director 
Jordan makes Francie’s an antic 
damnation—Stephen Rea, who al¬ 
so plays the boy’s besotted father, 
delivers the black-comic narration 
with a bitter lilt, and Francie’s 
delusions have the boy courted by 
a chorus-line of sycophantic "bog- 
men” in reform school and visited 
by a foul-mouthed Virgin Mary 
(Sinead O’Connor—a casting 
choice that may have been too wit¬ 
ty for its own good) at night. But 
it’s this beguilement that leads to 
the film’s deepest horror: the audi¬ 
ence laughs, and clearly Jordan 
means it to, but the laughter stems 
from the sublimated cruelty of the 
boy, and one has to wonder 
whether it's a good thing to be 
asked to identify so closely with 
this brilliant little beast (sadly, 
some members of my audience 
kept on laughing long after it was 
appropriate). The irony is that all 
the big-studio dollars in the world 
couldn’t help Jordan pin INTER¬ 
VIEW WITH THE VAMPIRE, but 
BUTCHER BOY reveals a facility 
with earth-bound horror far be¬ 
yond what he achieved with the 
preternatural Louis and Lestat. □ 

Must see 

Excellent 

Good 
Mediocre 

Fodder for MST-3K 
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Strud RrleBtfng. 5 H, 10Smint. With: Sam Ruck- 
wrll, kalhlirn t/uilba, MihIu Barton 

Much like last year’s Oscar-nomi- 
nee THE SWEET HEREAFTER. John 
Duigan's new film weaves a fairy tale 
subtext into an otherwise realistic story 
by having a young girl read passages in 
voiceover at appropriate points. The 
difference is that LAWN DOGS ulti¬ 
mately feels the need to pay off on this 
setup, with a brief moment of fantasy 
just before the final fadcout. 

Ten-year-old Devon (Mischa Bar¬ 
ton) has just moved into Camelot Gar¬ 
dens, a gated community where every¬ 
thing is supposed to be perfect, but she 
knows the surface is j ust an illusion, 
having spotted her mother (Quinlan) 
having an affair with a local youth. 
Looking for something outside this 
sterile environment, Devon becomes 
fascinated by Trent (Sam Rockwell), 
who mows lawns in the affluent suburb 
but is far uxt poor to live there himself. 
Devon imagines herself, like the char¬ 
acter in her favorite fairy tale, going 
outside the walls of the castle and into a 
scary forest haunted by the evil witch 
Baba Yaga. Trent, on the other hand, re¬ 
alizes that nothing good can come from 
this unwanted friendship, which is sure 
to be resented by Devon's parents. 

What ensues is a delightful, well- 
drawn study of two characters from op¬ 
posite sides of the tracks who gradually 
learn they have more than a few things 
in common (including, most obviously, 
both having almost died, Trent from a 
gunshot, Devon from heart surgery). 
The script by Naomi Wallace is rich 
with emotions and avoids condescend¬ 
ing to its lead character, resulting in a 
film about a ten-year-old that is not re¬ 
ally a children's film (although one 
hopes parents wouldn’t be scared off 
from bringing older children). Duigan, 
who fell out of favor with critics when 
he stopped making whimsical coming- 
of-age films like THE YEAR MY 
VOICE BROKE and FLIRTING in fa¬ 
vor of adult subjects like WIDE SAR¬ 
GASSO SEA and SIRENS, moves 
somewhat back in his old direction, 
while still maintaining an adult view¬ 
point on the material. (The R-rat ing is 
the result of Trent ’s relationship with 
one of the adult women from Camelot, 
who doesn’t mind bicycling out to his 
trailer for a little sex now and then, but 
blanches upon encountering him in 
public where her friends might sec.) 

When the fantasy element briefly 
emerges, it is certainly not unexpected, 
given all that’s preceded, but it’s not as 
overwhelming and uplifting as obvi¬ 
ously intended; it works okay, but it 
lacks the profound dramatic impact of 
the similar last minute intrusion of the 
fantastic in BREAKING THE WAVES. 

• • • Sieve Biodrowski 

• ••• 
••• 
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BORDERLAND NIGHTWATCH 
By Anthony R Montesano A great beginning, but then... 

NIGHTWATCH: new guard Martin Bells (Ewan McGregor) finds himself trapped 
In the morgue by a psycho-killer seeking to frame him for a series of murders. 

After collecting dust on the 
studio shelf for over a year, there 
was a great deal of anticipation for 
the release of NIGHTWATCH 
(4/98, Dimension Films, 101 mins. 
R). And initially, the reac¬ 
tion is “Wow. this was worth the 
wait!” Simply put, the opening se¬ 
quences of the Film arc among the 
finest moments in the history of 
I he genre. Period. With effective 
storytelling and knowing camera 
movements, we arc informed, in 
short order of the following: a psy¬ 
cho who kills prostitutes and re¬ 
moves their eyes is on the loose; a 
young law student has taken a job 
as the night watchman in a creepy 
morgue; the morgue has sinister 
secrets; the former night watch¬ 
man has gone slightly insane; the 
red alarm on the wall of the guard 
area is in case the dead wake up... 
Pretty spooky stuff, huh? For 
about 20 minutes, yes. The film, 
however, is 101 minutes long. 

Deftly shot by director-writer 
Ole Bornedal (remaking his own 
Dutch-language film NATTE- 
VAGTEN). these opening scenes 
draw on every motif essential to 
the genre: the fear of death, the 
fear of the dark, the fear of being 
alone. The scenes take us deep into 
a gothic designed morgue, shroud¬ 
ed in black plastic. First, we enter 
with an insane tour guide who 
mumbles prescient warnings. The 
second time, gulp, we’re alone. 

Like teenagers standing at the 
doors of a haunted house in an 
amusement park, the audience can 
feel the tension building to the 
breaking point; they’re ready and 
willing to be scared. (Think of the 
claustrophobic opening moments 
of Stanley Kubrick’s THE SHIN¬ 
ING—no small praise.) Problem 
is. following these two brilliant 
scenes, the rhythm and content of 
the film fall apart so badly there is 
nothing left to recommend it. 

Relying on worn-out and pre¬ 
posterous film conventions, ludi¬ 
crous coincidences, and silly red 
herrings—which are paraded in an 
uninteresting manner—the film ul¬ 
timately plods towards an unsatis¬ 
fying climax and an abrupt, anti- 
climactic conclusion. For exam¬ 
ple, when the killer is revealed, 
three-quarters of the way into the 
film, rather than shock, the effect 
is a big “So what?" Remember 
Vicki Vale walking into the Bat- 

cave in BATMAN? Same mistake 
here. The killer just steps out from 
behind a door, and the audience 
feels cheated. 

Bornedal shares writing credit 
with Steven Soderbergh (SEX, 
LIES AND VIDEOTAPE), and it 
seems easy to recognize the scenes 
Soderbergh has contributed to the 
film: those teaming with twen¬ 
tysomething angst and sexual frus¬ 
tration, totally incongruous here. 
Also misplaced arc attempts to 
connect the sexual frustrations of 
certain characters with acts of 
necrophilia, a move which should 
have shocked us, but simply feels 
forced and artificial. 

Nick Nolle (U-TURN), as the 
brooding investigating officer, 
does nothing to advance his slump¬ 
ing career. As the prostitute Joyce, 
Alix Koromzay (MIMIC) offers 
some genuine moments of emotion 
on screen. Patricia Arquette (ED 
WOOD) is all but wasted here as a 
mousey girlfriend given little more 
to do than whine. As the over-the- 
top. thrill seeking James, Josh 
Brolin (THE GOONIES) never 
seems to connect the tortured soul 
he hopes to portray. 

Halfway through the film, as 
freaky things start happening, stu- 
denl-turned-night-watchman Mar¬ 
tin Bells (Ewan McGregor) com¬ 

ments that the events happening to 
him are like “some movie on 
USA." where no one believes the 
hero until its too late. The refer¬ 
ence would have remained know¬ 
ingly funny had it not turned out, 
unfortunately, that the movies on 
the USA Network are better than 
NIGHTWATCH. 

On a short note, 1998 marks 
the 20th anniversary of GREASE 
(Paramount, 1978. 110 mins, PG), 
celebrated with a moderately suc¬ 
cessful theatrical reissue in April. 
In this kitschy ode to 1950s high 
school mores, the lead greaser 
(John Travolta) at Rydell High has 
a summer fling with a squeaky 
clean debutante (Olivia Newton- 
John, looking extremely pretty in 
pink) and must keep his cool when 
she moves to his town and attends 
his school in September. More in¬ 
teresting now as a study of over- 
the-top ’70s musicals than '50s 
nostalgia, the movie is peppered 
with musical fantasy numbers in¬ 
cluding “Beauty School Dropout” 
in which Teen Angel Frankie Aval¬ 
on offers some heavenly advice 
about staying in school, and the fi¬ 
nale in which the lovebirds literal¬ 
ly head for the clouds behind the 
wheel of the coolest flying car in 
town (now that’s going Back to the 
Future). D 

A Price Above Rubies 
Dlittiir-wriltr: Boil Vakin. Miramax, 4/41. 
115 mins. It Vnth Krnrr rr. 

Like BREAKING THE WAVES, 
this focuses on a young woman who 
runs afoul of her strict religious com¬ 
munity. The difference is that A PRICE 
ABOVE RUBIES is set in the Hasidic 
community, where Sonja (Zellweger) 
finds herself unable to live the life al¬ 
lotted to her. including a marriage to a 
devout but pxssionless scholar. In short 
order she has an affair with her brother- 
in-law. gets a job at his jewelry store, 
discovers a young artist whose work 
she wants to sell, and finds herself os¬ 
tracized for her indiscretions. 

In a childhood prologue, Sonja "s 
brother recounts a legend of a woman 
who fled from an arranged marriage 
and returned months later, pregnant 
with the child of a demon. When the 
demonic progeny died years later, she 
was refused entry into both Heaven and 
Hell (the Devil recognized her as his 
niece and couldn't bring himself to tor¬ 
ture her); so she was left to wander the 
world for eternity. As an adult Sonja is 
visited by the ghost of her brother (who 
died as a boy). At first this seems to be 
a product of her imagination, but a beg¬ 
gar woman also shows up, capable of 
seeing the boy. When the old woman 
complains of endless years of wander¬ 
ing, we start to suspect she may be the 
child from the story, although she is 
clearly no demon. Instead, these two 
ghostly figures seem to imply that Son¬ 
ja is more in touch with the spiritual 
world than the religious community 
that rejected her is. She learns from the 
old woman that the passions burning 
inside of her appear to be evil only be¬ 
cause people arc afraid of them. 

Zellwciger is strong in lead role, 
and the film maintains interest in her 
even when the story seems contrived: 
for instance, Sonja seems less like a 
product of her community looking for a 
way out than like an outsider who nev¬ 
er fit in at all; and as unhappy as she is 
in her marriage, it’s hard to believe she 
would tolerate the touch of her creepy 
brother-in-law. Fortunately, these flaws 
are offset by the mystical elements, 
which lend the story just a touch of the 
sublime, and the final resolution is 
nicely handled. • • Steve Biodrowski 

Suding Doors 
Dlrvcl or-writer* Prtrr How ill* Mira mbs, 4/f! 
I OH mins. PG-13. WRfc Hmtmyih I'lllmw. Jntto Han - 
nail, Julia 1 )o<h, Jfinr lrippkbor* 

A great "what if’ premise propels 
this love story in which Paltrow plays 
two versions of the same character: one 
who caught her lover in bed with an¬ 
other woman and one who didn't. The 
result is intriguing and funny, intercut¬ 
ting between the two stories while nev¬ 
er causing confusion. The script does¬ 
n’t quite fully develop its central notion 
(that chance plays a big role in our 
lives because we avoid making diffi¬ 
cult decisions until circumstances force 
us) and the story fumbles a bit trying to 
tic the two threads back together at the 
end; otherwise, this is highly recom¬ 
mended. 

• • • Steve Biodrowski 
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CINEMA 
By Steve Biodrowski 

MOVIE MIND-SET: 
The way things happen on-screen. 

One of the strangest phenome¬ 
na to be seen consistently upon the 
silver screen is the arbitrary order¬ 
ing of events according to genre 
conventions Often, how people 
behave has less to do with the dra¬ 
matic integrity of the characteriza¬ 
tions than with a forced attempt on 
the part of the filmmakers to make 
things happen a certain way be¬ 
cause that’s the way things are 
supposed to happen in a movie. 
This problem is especially aggra¬ 
vated in horror and science-fiction, 
where the genre requirements can 
all but overwhelm the story. 

This point came through while 
sitting through a trio of recent 
films: THE UGLY, NIGHT- 
WATCH. and DEEP IMPACT. Al¬ 
though considerable differences 
separate these films in terms of 
subject matter and quality, all three 
suffer from arbitrary plot develop¬ 
ments that are inserted not because 
they are justified in the particular 
films but because they are things 
seen in films of their type. 

THE UGLY is perhaps most 
egregious in this regard. For all the 
obvious talent of the filmmakers 
(the color scheme, the flashback 
structure, the clever transitions), 
the film is absolute nonsense from 
the word go. The story attempts to 
portray a SILENCE OF THE 
LAMBS-typc confrontation be¬ 
tween a psychiatrist and a homici¬ 
dal maniac. The problem is that 
Dr. Hannibal Lecter was a psychi¬ 
atric genius himself, at least as in¬ 
telligent as the people trying to 
probe him, whereas THE UGLY’s 
psycho-killer, Simon (Paolo Ro- 
tundo), is just a garden variety nut¬ 
case with neither the education nor 
the native cunning to make us be¬ 
lieve he could outwit the doctor 
examining him. Clearly, the film¬ 
makers were untroubled by Si¬ 
mon's lack of credibility in this re¬ 
gard; as far as they were con¬ 
cerned, SILENCE OF THE 
LAMBS had established that lu¬ 
natics arc wily manipulators, so all 
they had to do was follow suit. 

The test of the scenario pro¬ 
ceeds along similar lines: Karen 
(Rebecca Hobbs), the psychiatrist 
in question, seems neither experi¬ 
enced nor qualified enough to be 
expected to crack this supposedly 
tough nut. But hey, it’s a movie, so 
we just have to assume she’s bril¬ 
liant. The past events of Simon’s 

childhood that she uncovers are al¬ 
most laughable when intercut with 
the atrocities he committed as an 
adult. Again, we're expected to as¬ 
sume that childhood trauma auto¬ 
matically leads to homicidal psy¬ 
chosis—because that's how it hap¬ 
pens in the movies—but what Si¬ 
mon suffers at the hands of his 
mother is woefully inadequate to 
explain his later madness. By any 
reasonable standard, it could barely 
account for his growing into a gar¬ 
den-variety neurotic, loo shy to ask 
the neighborhood girl out for a 
date. By no stretch of the imagina¬ 
tion can it explain why he became 
a murderer. 

NIGHTWATCH is somewhat 
similar in that it, too, displays a 
considerable amount of visual 
style put to good effect in creating 
suspense and tension. But like 
THE UGLY, it relies on ridiculous 
story points in order to keep its 
plot moving along. My personal 
favorite occurs when when evi¬ 
dence is planted to incriminate in¬ 
nocent Martin Bells (Ewan Mc¬ 
Gregor) in the latest of a string of 
serial murders. Now, the police 
have from the beginning been in¬ 
sisting that only one man has com¬ 
mitted all the murders, so they 
don't bother to look for any link 
between Martin and the previous 
victims; they just assume he killed 
them all. Likewise, Martin is far 
too stupid to establish an alibi for 
any of the previous murders (like, 
maybe was out with his girlfriend 
when they occurred). Instead, he 
simply goes back to work, so the 

police will know where to find 
him alone. This sets up the climac¬ 
tic final-reel suspense scene, of 
course, but along the way destroys 
the credibility. Apparently, the 
filmmakers wouldn’t have known 
how to force their protagonist into 
a corner, if any of the characters 
had acted as if they were in real 
life, not in a dumb genre movie. 

Finally, DEEP IMPACT proves 
how avoiding one set of cliched 
developments doesn’t necessarily 
lead to original story-telling; in¬ 
stead. it may simply lead to a dif¬ 
ferent set of cliches. One has to 
admire this film for refusing to 
bow to the genre conventions one 
expects from disaster films: the 
emphasis isn’t on the effects; the 
story aims for a broader range of 
emotions than expected; and there 
is no dumb, nudge-nudge comic 
relief to remind us that we’re 
watching a summer blockbuster so 
we should all just sit back and 
have fun. 

What we get, then, is the an¬ 
tithesis of INDEPENDENCE 
DAY; unfortunately, the result 
proves just how effective ID4 was. 
The most important story clement 
of DEEP IMPACT—trying to deal 
with the oncoming threat—takes a 
back seat to human interest stories 
that arc sadly uninteresting. Al¬ 
though good and even great se¬ 
quences emerge at irregular inter¬ 
vals, the desperate desire to avoid 
making “just a disaster movie" 
pushes the filmmakers away from 
what's exciting in their own story. 

As with the previous films dis¬ 

)n DEEP IMPACT, Boris Tulchinsky (Alexander Baluev, I), and Gus Partenza 
(John Fabreau, r) make a final attempt to destroy the comet. The suspense ot 

the suicide mission is ignored in favor of some sentimental farewells. 

Films like NIGHTWATCH (w/Patricia 
Arquette) throw away credibility by 

resorting to tired plot developments. 

cussed, instead of following the 
logical thread of the narrative, 
DEEP IMPACT arbitrarily intro¬ 
duces movie-type elements to 
punch up the narrative. For in¬ 
stance. the opening shows an as¬ 
tronomer (Charley Martin Smith) 
crashing off a mountain road after 
discovering the collision course of 
the comet. We expect this to have 
some dramatic impact like pre¬ 
venting the news from getting to 
the proper authorities, but it has 
none (he called before leaving the 
observatory). The scene is com¬ 
pletely gratuitous to the story, but 
it does one thing: it gets an explo¬ 
sion into the first five minutes, 
which must have made the execu¬ 
tives happy because the special ef¬ 
fects don't kick in until nearly the 
halfway point, and the big de¬ 
struction scenes don't occur until 
(he last five minutes. 

Instead, we watch a TV re¬ 
porter (Tea Lconi) uncover the 
government's plans to deal with 
the disaster (whoopty-doo!), fol¬ 
lowed by much noble sacrifice, 
reconciliation, and tearful 
farewells—until the advent of the 
comet becomes almost eagerly an¬ 
ticipated in the hope that it will 
put an end to all the heavy-handed 
melodrama. The truly frightening 
thing about DEEP IMPACT is not 
the approaching collision; it is the 
suggestion that an Extinction Lev¬ 
el Event would turn the lives of 
the entire population of Earth into 
a bad soap opera. □ 
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Species II 
HnrtwhMMriiLWriiir.CMlMaM 
burd ob ckirHlin by tleaali »tlb: 
Mkhaet Mwbn. Nitariw ll*a«trid*e. M»rt Het**a- 
btrarr, Mjhrlli Williaauoa. <r*t>n* Dtuadia. Jaa»*» 
( n«nfi, Juilla I juard MOM. W ■»'*' *■ 

"It’s awful; it’s just awful,” gasps 
Marg Helgenberger in one scene of this 
absolutely abysmal follow-up to the en¬ 
tertaining 1995 hit. Truer words were 
never spoken; il*s as if the filmmakers 
suddenly realized the quality of their 
own work. This self-awareness is ad¬ 
mirable, but it would have been truly 
honorable if they had included this line 
in the trailer, as a warning to audiences. 

SPECIES had a certain integrity to 
its plot: having conceived an alien on 
the loose, scripter Dennis Feldman 
treated the scenario like a piece of sci¬ 
ence-fiction, at least to the extent of 
maintaining some logic about how Sil 
behaved and how her human pursuers 
could capture her. SPECIES II. on the 
other hand, is an out-and-out dumb 
gore honor movie, in which the behav¬ 
ior of the alien genetic material varies 
from scene to scene, depending on 
what’s good for the best shock effect. 
Filled with repeated scenes of sexual 
couplings leading to grisly death, the 
result is about as loathsome as produc¬ 
er Frank Mancuso*s late and unlament¬ 
ed FRIDAY THE 13TH sequels. 

Apparently sensing this, the cast 
walk through their roles, without the 
conviction and camaraderie that 
marked the first film. At least Peter 
Boyle does a decent job in an unbilled 
supporting role, and Richard Belzer is 
good for a chuckle in a brief cameo as 
the President (you have only a few sec¬ 
onds to figure out whether he’s doing 
Richard Nixon or Ronald ReaganJ. 

Director Peter Medak. who has 
handled genre material with compe¬ 
tence in the past (THE CHANGE¬ 
LING), serves everything up with a 
straight face and a pedestrian style, 
when an outrageous, over-the-top ap¬ 
proach might have at least enlivened 
the mechanical plot. Only the finale 
sparks a tiny flicker of interest: all 
those slimv tentacles have less to do 
with designer H R. Giger (who wisely 
disowned the film) than with a failed 
attempt to visualize the excesses of 
Japanese adult anime in live-action. 
When the male alien forces a phallic 
tendril into the female alien's mouth, 
viewers can marvel at seeing a depic¬ 
tion (admittedly twisted) of oral sex in 
a mainstream. R-raled movie. The 
unanswered question, of course, is: 
why would filmmakers who would 
cringe at the thought of "pornogra¬ 
phy”— i.e, realistic depictions of 
healthy sexual activity—feel comfort¬ 
able about purveying trash like this in¬ 
stead? O Steve Biodrowski 

Tarzan and the Lost City 
Direct**: Carl Scheahel. Screeaplaj: Bayard 
JobBMB. J. Aadrnoa Black, bawd « lb* »lorie* by 
M|jt Hkt Harrnughs- Waeaer*. M ■»>■' l*S- 
Wltb: ( upn Via Ilka. Jaae March. 

This is an unexceptional addition to 
the endless canon of Tarzan films. 
Billed by producer Stanley Canter as a 
sequel to his 1984 film, GREYSTOKE: 
THE LEGEND OF TARZAN. LORD 
OF THE APES, the film actually does a 

In a scene worthy of producer Frank Mancuso Jr.'s FRIDAY THE 13TH fHm», 
Anne Sam pas (Myriam Cyr) dies horribly after making love In SPECIES II. 

great disservice to its 14-year-old 
progenitor. Though not perfect, 
GREYSTOKE at least strove for a 
measure of originality by attempting to 
more faithfully adapt Edgar Rice Bur¬ 
roughs’ novel. Tarzan of the Apes. 
Christopher lumber! portrayed a con¬ 
flicted Tarzan, torn between his wild 
jungle upbringing and unsolicited as¬ 
similation into elite British society. 
Lambert's successor, Casper Van Dien, 
brings nothing new to the role, instead 
reverting to the typical cinematic por¬ 
trayal of the ape man as a well-adjust¬ 
ed. archetypal hero. But even that de¬ 
piction fails to entertain here. Van Dien 
is two-dimensional and lifeless, pos¬ 
sessing the jungle hero s muscularity 
but none of his charisma or charm. 
However, blame can’t be laid solely on 
his square shoulders: much of the char- 
acter's impotence derives from a 
painfully vapid script. 

The fantasy-esque premise is sim¬ 
ple, if not original. Mercenaries steal a 
sacred medallion from African tribes¬ 
men that points them to the mystical 
lost city of Opar. Led by Nigel Ravens 
(the banal Steven Waddinglon), they 
plan to plunder the city, which appar¬ 
ently is the cradle of civilization, "tribal 
shaman Mugambi (Winston Ntshona) 
summons Tarzan from England via a 
vision. Leaving Jane (an insipidly 
clicbed Jane March) on their wedding 
eve, Tarzan returns to Africa to help. 

What follows is an hour of protract¬ 
ed setup and subplots as Tarzan warns 
off Ravens (rather than simply dispos¬ 
ing of him immediately), then reunites 
with Jane for the obligatory-yel-trilc 
romance arc. Largely forgotten until 
the film’s end is the plot that allegedly 
drives the movie: the search for Opar. 
When finally revisited, we’re presented 
with a surprisingly ineffectual Tarzan. 
No longer the mighty Lord of the Jun¬ 
gle who can wrestle lions and alligators 
into submission, he easily succumbs to 
a snake bite. He’s saved only by 
Mugambi's timely magical illusions 
and healing powers. Tarzan's worth is 
reduced further when the "lost Opar—- 

actually just a lone pyramid situated on 
the other side of a cavernous mountain, 
completely exposed to anyone search¬ 
ing from the opposite direction!—is 
discovered. Fully protected by 
Mugambi’s illusions, magically created 
warriors and the pyramid's own mysti¬ 
cal entrapment, what need is there of 
Tarzan in defeating the brainless mer¬ 
cenaries? 

Sadly, the answer is none. Mugam¬ 
bi doesn't need Tarzan's help, render¬ 
ing his presence meaningless and 
LOST CITY’S entire plot pointless. 
This irrelevance, coupled with an inex¬ 
plicably preposterous climax, is un¬ 
fathomable. In the end. it’s the audi¬ 
ence, not the city, that’s truly lost. 

O Matthew F. Saunders 

Made-for-Television 

Atomic Dog 
Otnclar: Briaa Trea chard-S with . Writer: Ht|acl 
Tejada-Horn. USA ( able. I m 2 bn. ■ cateMMtfcb. 
With: llaairl ll«ih tiellj. Iiabella Hutaiea. Clad} 
IVkrii Mbah liirdrtMfr. Km\k Stnmrt 

Shaggy dog nonsense about a cute 
lil- pup in the care of a janitor in a nu¬ 
clear facility. The pup—aptly named 
Cerberus—is left behind just before the 
plant is closed due to a low-level radia¬ 
tion leak. One year later, the grown dog 
is now super intelligent, has obvious 
black coloring differences to denote its 
evil intentions, and impregnates a fam¬ 
ily dog. This dog dies in labor, but not 
before giving birth to a male and fe¬ 
male. the boy taking after dear old irra¬ 
diated dad’s homicidal tendencies. 
Suddenly. Kelly, Pickett and their TV 
kids arm themselves with rifles and, 
under the auspices of a local expert on 
carnivores, go hunting the local atomic 

mutt. 
This whole business is played with 

utmost seriousness, and really should¬ 
n’t have been. The filmmakers obvi¬ 
ously did a little reading up on canine 
behavior, but seem to have gotten their 
knowledge of low-level radiation from 
1950s comic books. The AD of the title 
can suddenly use simple tools, untie 
knots, bury its dead, stalk and trick its 

human prey and do a little second story 
vandalism on the family homestead. 
The humans, including Pickett (who is 
obviously wasted in junk like this) talk 
to their dogs like Timmy used to talk to 
lassie, even understanding little barks 
to gel the valuable info. And Kelly, 
who fared much better in the excellent 
CUJO, is some kind of amateur inven¬ 
tor who protects his family from the vi¬ 
cious mutt by using a homemade “en¬ 
vironmentally safe” smoke alarm that 
gives off high-pitched frequencies, and 
the fact that it looks a lot like a Yak- 
Bak toy doesn’t seem to matter to any¬ 
one. Goofy silliness that isn’t given the 
humor that could have made it enter¬ 
taining. • Frederick C. Szebin 

Babylon 5: 
In The Beginning 
lHrrdor: Mike V*jar. Writer: J. Michael S4raciya*t 
TNT. I VK 2 hrs » Kimmeectah. With: Brace Buileil- 
aer. Peter Juratlk. Mira Faria#, Aadrrat KiUelu. 
Hi, hard Hi**' 

For five years. Straczynski has 
been setting up his epic science fiction 
tale of love and hatred, treachery and 
redemption. During those years, back 
story and personal histories have been 
filled in with flashbacks, bits of dia¬ 
logue. and entire episodes in which the 
future was dictated by actions from the 
past. Now, as his series reaches its 
fruition, a need was found to detail 
mankind's first disastrous steps into the 
cosmic night that led to the creation of 
the “last best hope for peace." And on 
the whole, it is quite successful. 

The events that led to the creation 
of the Babylon stations begin with the 
bloody Human Minbari war, in which a 
mere cultural misunderstanding led to 
Earth’s near-destruction: when the first 
human ships approach a Minbari craft, 
the aliens open their weapon ports, a 
show of open hands to let an encoun¬ 
tering race see the power of the beings 
they are approaching. To Earthers, 
however, it is a sign of attack, and thus 
began a series of battles that all but 
decimated mankind. 

The story is told in flashback by a 
sick and dying Londo (Jurasik) as his 
home world is burning around him due 
to the Shadow invasion of season four. 
Much of the telefilm is quite good, liv¬ 
ing up to the series’ standards in both 
writing, direction, and special effects. 
But about halfway through, anyone 
who has followed the series begins to 
wonder just how necessary this picture 
is. IN THE BEGINNING doesn’t fill in 
as many holes as it simply details infor¬ 
mation given throughout the first four 
seasons. It is necessary, also, to be a 
follower of the series for all the events 
to be appreciated for their dramatic and 
historical context, particularly the final 
shot, which shows Londo watching a 
vid of Sheriden (Boxleitner) and De- 
lenn (Furlan) sharing a private moment 
in Londo's prison, a direct and pointed 
dramatic moment from a season four 
episode. But since the show s new 
home, TNT. is running the original 
episodes five days a week, it won’t be 
too difficult for new viewers to catch 
up, a definite necessity to really ap¬ 
preciate this fine science fiction tele¬ 

film. # • • Frederick C. Szebin 
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THE WATCHER 
By Frederick C. Szebin 

THE DOCTOR IS IN 
Classic TV available on video. 

Sylvester McCoy, the last actor to star In the long running BBC-TV series DR. 
WHO, can now be seen in his classic episodes, available on videotape. 

Off the air for over a decade, 
but never officially cancelled, the 
BBC. through CBS Fox Video, is 
giving the good Doctor a sort of 
lease on life by releasing more 
DOCTOR WHO titles on home 
video. The latest lot focuses on the 
Sylvester McCoy years, the sev¬ 
enth Doctor who, with his explo¬ 
sives expert companion Ace (So¬ 
phie Aldred). traverses time and 
space in search of wrongs to write. 
The first release is the 1987 serial 
BATTLEFIELD (directed by 
Michael Kerrigan; written by Ben 
A. Aronovitch), which brings old 
Brigadier Lethbridge-Stewart 
(Nicholas Courtney) out of retire¬ 
ment to help our favorite time lord 
stop a dimensional breach by 
knights with laser guns. 

In BATTLEFIELD, we learn 
that King Arthur, his round-table 
knights, and their enemy Morgaine 
La Fay weren’t good old Brits 
fighting for their piece of the em¬ 
pire, but aliens led by Merlin—the 
Doctor in a future guise—to keep 
La Fay and her dimension-span¬ 
ning knights from taking over the 
world. Centuries later, the Doctor 
follows a distress signal to the con¬ 
temporary English countryside just 
as Morgaine (Jean Marsh) has sent 
forces to destroy Arthur and re¬ 
claim the sword of power, none 
other than Excaliber. 

It is a rousing WHO adventure 
that has an obvious weakness in the 
WHO tradition; trying to fill up a 
rambling concept with an “army” 
of extras of about one dozen. This 
story might have worked particu¬ 
larly well on paper, but the bud¬ 
getary limitations of the DR. WHO 
series show painfully in the integral 
battle scenes when six UNIT guys 
try to ward off Morgaine's army of 
six other guys. As the Doctor, Mc¬ 
Coy was the most bombastic of 
them all, over doing it more than 
just a tad with a blaring voice when 
a mere shout would have done. Al¬ 
dred was a fun-loving, attractive 
companion whose love for any¬ 
thing remotely explosive could be a 
boon for the Doctor at any given 
moment, but BATTLEFIELD 
shows a particular awkwardness in 
execution that previous Doctors 
seemed to work around. While not 
one of the best, it is still the Doctor, 
long may he wave. 

In the second McCoy opus from 
Fox video. THE HAPPINESS 

PATROL (directed by Chris 
Clough; written by Graeme Curry), 
the good Doctor and friend Ace 
land on an Earth colony in the dis¬ 
tant future to find it run by a grin¬ 
ning fiend (Sheila Hancock) who 
enforces happiness on her people in 
a most grim fashion. The Happi¬ 
ness Patrol is a gun-toting, cotton 
candy-haired group of hardened fe¬ 
males in happy little miniskirts who 
track down Killjoys, those who 
refuse to be happy, so that they can 
make them “disappear" from the 
happy little landscape. Of course, 
the Doctor takes offense to this 
crime against human nature and 
sets about to make things right. In 
doing so, he has to deal with the 
Candyman, a confection-laden 
Mengele android whose homemade 
sweets are designed to send its 
munchers to the sweet hereafter. 

THE HAPPINESS PATROL is¬ 
n't a particularly good entry in the 
DOCTOR WHO library. It's unorig¬ 

inality is glaring; an inspiration lift¬ 
ed directly from A BOY AND HIS 
DOG has the inhabitants of the 
colony wearing painted-on faces to 
hide their gloom, and the entire story 
is an uninspired lift of the Tom Bak¬ 
er adventure THE SUN MAKERS, 
but without that serial’s style or hu¬ 
mor. McCoy's Doctor isn't one of 
the more interesting, although he 
does belt out a particularly nice 
verse of “As Time Goes By,” and 
can pull the occasional coin out of 
thin air. Maybe it was just the mater¬ 
ial. but the concept seemed to be 
getting tired by the time this 1988 
adventure made its way to the 
screen. Despite a nice ending in 
which the Patrol’s leader finally dis¬ 
covers how a little sadness can affect 
our lives, and the wonderful line 
from McCoy, “There are no other 
colors without the blues," THE 
HAPPINESS PATROL is a sullen 
let-down from the better adventures 
of the Doctor’s previous selves. □ 

Dr. Who? Sylvester 
McCoy, that’s who! 

By Steve Blodrowskl 

Sylvester McCoy was the last 
actor to portray DR. WHO on the 
long-running BBC scries. Although 
his adventures may be less familiar 
to American viewers than those of 
Jon Perl wee and Tom Baker 
(whose episodes were extensively 
shown on PBS), he gained higher 
visibility with his cameo appear¬ 
ance at the beginning of the Fox 
Network's madc-for-television DR 
WHO movie, and now some of his 
classic episodes have reached these 
shores on videotape. Today, Mc¬ 
Coy is happy to be part of the histo¬ 
ry of a show that existed long be¬ 
fore he became a part of it. “I knew 
about it, and I was a fan," he re¬ 
called. “I started watching when 
the second Doctor, Patrick 
Troughton, was in it. I enjoyed it a 
lot, but then when I started working 
as an actor, I couldn't really follow 
it, so I lost the habit of watching. 
But I was aware of it; it's a national 
institution in this country. I mean 
even today, out in Trafalgar square. 
I was launching the lime thing 
[countdown) for the millennium, 
because of DR. WHO, ten years af¬ 
ter I started doing it." 

McCoy landed the role after see¬ 
ing in the news that the previous ac¬ 
tor, Colin Baker, was leaving. “I 
phoned up my agent and said. 
‘There’s an acting job going. Gel in 
touch with the BBC.' And he did. As 
luck would have it, the next phone 
call the producer got was from an¬ 
other producer at the BBC, who 
said, ‘Listen, I think Sylvester Mc¬ 
Coy would make a very good Doc¬ 
tor.’ And the producer of DR. WHO 
said, ‘What, are you working for the 
same agent?* Just by this coinci¬ 
dence, this made the producer inter¬ 
ested. I was at that time at the Royal 
Nation Theatre, playing the Pied 
Piper, a musical that had been writ¬ 
ten for me; he came to see that, and 
it was a very good audition piece for 
Dr. Who." 

As with the other actors in the 
role, McCoy’s interpretation of the 
Duettir relied somewhat on his own 
personality. "Well, you have both a 
little say. and you have the writers 
trying to write for you," he ex¬ 
plained. “The writers, in a way, 
spend most of their imagination 
writing for the other characters, be¬ 
cause the Doctor is there—he's been 
created. I supposed it gets its indi¬ 
viduality from the fact that they try 
to employ actors who have got a lot 
of personality themselves. I mean, 
other actors haven't got a lot of per¬ 
sonality, but that doesn't mean 
they're not good actors; some of 
them are stunning actors— 
chameleons—but in their own life 

continued on page 61 
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Beyond THE BEYOND: 
Resurrecting Ludo Fidcfs 

cutt masterpiece from 
distribution fimbo. 

By John Thonen 

Among the ranks of Euro- 
Horror icons—Bava and Freda, 
Dario Argento, Jean Rollin and 
even Jess Franco—one name 
engenders the most polar of 
reactions. He is associated at 
once with extreme gore, hypnotic 
atmosphere, and surreal imagery. 
Whether anathema or godhead, 
the late Lucio Fulci made films 
certain to get a reaction. 

Now. U.S. audiences are 
getting a chance to react to the 
best of Fulci. Since June, Quentin 
Tarantino’s Rolling Thunder 
Films, in association with 
Cowboy Booking Inti, and 
Grindhouse Productions, has 
been booking midnight 
screenings nationwide of the 
director’s 1981 masterwork. THE 
BEYOND. This is the first time 
the U.S. has had a chance to see 
the film as the director intended. 
Refitted 7 DOORS OF DEATH 
in the carly-'80s, it played a few 
theaters, then went to home 
video. The film was drastically 
cut, ruining Fulci’s technique of 
alternating between lyrical, Val 
Lewton-inspircd sequences and 
shock moments of unrelenting 
grue. The distributors first cut the 
violence; then, left largely with 
the slower scenes, they trimmed 
more to quicken the pace, and 
even replaced Fabio Frizzi’s 
moody score. Adding insult to 
injury, the print was alternately 
dark or washed-out. Thanks to 

Dr. MacCabe (David Warbeck) and Uza (Catrlona MacColl) are trapped In 
Hell, "an Immobile world where every horizon Is the same,” Fulci once said. 

for actress Catriona MacColl. 
“It’s quite exciting,” she said 
from her home in France. “It’s a 
cult that seems to be growing, 
and I’m probably the last person 
who knows why.” Between 1980 
and 1981, the British-born 
MacColl worked on three Fulci 
films, the only lead actress to 
work with him more than once. 
“His reputation was that he was 
very difficult with actresses,” she 
explained. “I think he quite 
enjoyed watching them suffer. I 
saw it a few times myself.” 

MacColl recalled that CITY 
OF THE LIVING DEAD (1980, 
released in the U.S. as THE 
GATES OF HELL) included a 
scene in which she “was being 
bombarded by a rain of worms. It 
was one of the times I felt he was 
getting a sadistic pleasure out of 
watching. I was humiliated, and I 
cried, and the more 1 cried the 
more he let the camera run.” 
Considering that experience. 

Bava. who was a master. The 
others, they have to live to the 
standards he made. Sergio could 
do this. This is why my father 
loved to work with him.” 

The film opens with the 1927 
murder of a painter accused of 
being a warlock, who has been 
residing in the Seven Doors 
Hotel, built upon one of the 
Seven Gateways to Hell. 
Presented in a magnificent sepia 
tone, and filmed much in the 
manner of a ’30s Universal 
horror film, this sequence’s 
classic elements are 
counterpointed by detailing the 
warlock being whipped with 
chains, crucified, covered in 
burning hot mortar, then walled- 
up alive. The minimal plot 
involves a young, present-day 
woman who inherits the hotel. 
Regarding the film. Fulci once 
said, “It was my idea to make an 
absolute movie. Actually, this is a 
movie without plot, without 
logic, only a sequence of 
pictures.” In a story structure 
akin to that of an advanced fever 
dream. Fulci achieved his goal. 

Inspired by Fulci and co¬ 
writer Dardano Sachctti’s 
concept of the Seven Doors to 
Hell, Cowboy Booking got the 
re-release off to a notable start 
with a seven city premiere on 
June 12. This was quite a surprise 

L*rt: the oracular Emily (Antonalla 
Intorlenghi) la houndad by the ghoat of 

the murdered artlat Schwelk. Right: 
MacColl s Liza la bedeviled by zomblea 

In the hospital. 

the efforts of Euro-fanatic and 
Grindhouse co-owner Sage (son 
of Sly) Stallone, a pristine, 35mm 
Cinemascope, English language 
print was unearthed. Grindhouse 
will later release a laser disc, 
featuring supplementary material 
by stars Catriona MacColl and 
the late David Warbeck. 

Fulci's daughter Antonclla 
was stunned by the new print. 
“Sergio Salvati. the director of 
photography, and others who 
worked on it, when they saw the 
new copy they said they didn't 
remember that it was so 
beautiful." she said. “All the 
video copies had been very 
bad—dark and ugly. It lost many 
of the emotions." She described 
her father’s frequent collaborator 
Salvati as “like a painter with 
light. In Italy we have a tradition 
of craftsmen. It began with Mario 



MacColl is surprisingly fond of 
the director. “People must think 
me an oddball when I say I liked 
him." she admitted. “He did have 
a tyrannic quality, shouting 
constantly, but as the expression 
goes, his bark was worse than his 
bite. I felt strangely relaxed with 
Lucio. He made me laugh." 

The feeling was mutual, said 
the director’s daughter: “He loved 
her. It wasn't easy to find good 
actresses with the money my 
father had," said Antonella. “She 
had to be courageous, too. When 
you sec scenes like in GATES OF 
HELL, when the pick breaks 
through the coffin right by her 
face, she was really there. It comes 
across so real," she laughed, 
"because it is real.” 

Catriona never expected her 
Fulci films to be revived almost 
two decades later, but she watched 
the restored film closely. “They 
wanted it to have an American 
quality, but it really is a very 
European picture,” she explained. 
"It has a poetic, surreal, ethereal 
quality that the Italians are very 
good at. I don’t know that they 
were conscious of that nightmare 
quality. Sergiu Salvati had worked 
often with Lucio. so maybe they 
had discussed this. My guess is 
they hadn't. I think this happens 
with films—some chemistry of 
making the movie that comes out a 
kind of magic. It’s part of what 
makes movie making so exciting.” 

Catriona was also taken with 
one of the film’s memorably eerie 
sequences when her character 
meets a blind girl, Emily 
(Antonella Intcrlcnghi), and her 
seeing-eye dog in the center of an 
empty bridge. “When 1 saw it 
again, 1 noticed that we look rather 
alike. It felt somewhat like I was 
meeting my darker self. I don’t 
know how conscious Lucio was of 
that—perhaps very—but it docs 
seem there is a link between the 
two of them. Emily was very 
fragile and surreal. You get the 
feeling that 1 am in the real world 
and she is not—which is how it 
turns out to be.” 

The re-release of THE 
BEYOND, coincident with the 
release of ZOMBIE on laserdisc, 
may bring a posthumous fame 
Fulci never found in life, despite a 
prolific career (over 50 films) that 
began in 1959. His first efforts 
were comedies—like 1L 
MANIACI (1964), with horror 

continued on page 60 

RESURRECTIONS 
By Steve Biodrowski 

THE BEYOND: 
Re-opening the Gates of Hell. 

The discovery of the entombed body of Schweik. whose paintings of The 
Beyond led to accusations of sorcery, unwittingly opens the Doorway to Hell. 

There is a wall, an outer enve¬ 
lope like the sound barrier, against 
which horror films often hopeless¬ 
ly slam on their way to an in¬ 
evitable crash-and-burn. This bar¬ 
rier separates what can be shown 
on screen from what can be sensed 
in the mind. True horror should 
have a metaphysical component 
that reaches down into the soul, 
but most horror films settle for 
simple suspense, based on the 
jump-and-scare tactics of who will 
survive and who will perish. Even 
HELLRAISER, which had its 
cenobites promise to “tear your 
soul apart," actually did nothing of 
the kind, instead opting for the 
sight of rending flesh. 

Lucio Fulci’s undead epics, 
with their over-the-top depictions 
of graphic violence, fall squarely 
into this splatter category—or so it 
seems, at first. Actually, there is a 
little something more going on: a 
kind of demented, despairing 
metaphysical speculation. Working 
with meager resources in an ex¬ 
ploitation genre that demanded 
strong appeal to a core audience. 
Fulci never developed his notions 
into something that could be called 
an unqualified masterpiece, but he 
did leave us with at least one film 
that struggles mightily to go Be¬ 
yond the wall that stops so many 
other horror films. 

THE BEYOND is the third of 
three zombie films that Fulci made 
after DAWN OF THE DEAD, but 
it is equally inspired by Argento’s 
INFERNO: both films posit a se¬ 
ries of buildings connected with a 
supernatural phenomenon (in IN¬ 

FERNO they house the three 
Mothers of Darkness; in THE BE¬ 
YOND. they surmount the Seven 
Gateways to Hell); both portray 
the supernatural elements in ways 
that defy rational understanding; 
and both abandon traditional plot 
structures in order to disorient and 
confuse the audience into a state of 
unreasoning dread. 

Despite the similarities, THE 
BEYOND manages to stand on its 
own—if not as a completely origi¬ 
nal work, then as an inspired entry 
distinguished by memorable 
touches of its own. In fact, the bor¬ 
rowings actually help Fulci over¬ 
come his limitations and empha¬ 
size his strengths. Anyone who has 
seen ZOMBIE or THE GATES OF 

HELL knows that the director 
could be lackadaisical in his han¬ 
dling of characters and exposition, 
but when the horror emerged, there 
was no one who could turn the 
screws so tightly on an audience. 
For instance, the infamous eyeball 
scene in ZOMBIE may be gratu¬ 
itously graphic, but it is also one of 
the single most horrifying mo¬ 
ments ever recorded on film, guar¬ 
anteed to make even the most jad¬ 
ed genre fanatic squirm in his seat. 

Truthfully. THE BEYOND has 
no single moment to match that 
scene; fortunately, it doesn't need 
one. The gore effects by Gianetto 
DcRossi (which include slivered 
glass, burning acid, biting spiders, 
and—yes—more gouged eyes) 
come across with less impact— 
like an obligatory attempt to top 
previous efforts. On the other 
hand, the very arbitrary excess of 
the carnage serves a kind of larger 
purpose. It’s as if Fulci were de¬ 
stroying the flesh, burning it away 
in some alchemical process, in or¬ 
der to leave nothing behind but the 
spiritual essence of horror. 

As far-fetched as this sounds, it 
works in concert with the inten¬ 
tionally fragmentary story line, 
which is almost devoid of plot de¬ 
velopment. Basically, once one of 
the dreaded Seven Doorways has 
been opened. Hell gradually en¬ 
croaches on Earth, in ways the 
characters cannot begin to fathom. 
The lack of clear plot connections 
only increases the feeling of a 

continued on page 62 

In one of Fold's more effective pieces of dream-like imagery, the blind Emily 
is discovered waiting on the middle of a bridge. How did she get there? 
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ANIMATION 

By Mike Lyons 

STAGE FRIGHT and GERI'S GAME 
Two great animated short subjects tour the festival circuit. 

Aardman Animations, the con¬ 
sistently pleasing stop-motion ani¬ 
mation studio, continues to amaze 
with STAGE FRIGHT (1997, 11 
mins), which has been touring the 
art house circuit as part of Spike 
and Mike s Festival of Animation. 
Written and directed by Steve 
Box, the short subject features all 
of the wonderful animated acro¬ 
batics that the studio has em¬ 
ployed in past efforts. A melan¬ 
choly look at how vaudeville was 
crushed by the cinema, STAGE 
FRIGHT centers on Tiny, a meek. 
Quasimodo-like character who 
trains dogs for the theater. He is 
somewhat betrayed by his love in¬ 
terest Daphne, who sells out 
Tiny's dog training ability (as well 
as his cute, bug-eyed dogs) to a 
brutish silver screen star. 

The villain's comeuppance at 
the film's conclusion is a wonder¬ 
ful metaphor for power hungry celebrities liter¬ 
ally being killed by their profession. Within 
such a story, director Box employs some bril¬ 
liant maneuvers, such as the non-linear plot 
structure, a dark, dingy look reminiscent of 
French director Jean-Pierre Jeunet (DELI¬ 
CATESSEN). incredible editing that switches 
back and forth from film to real life, and stop- 
motion fluidity that is a wonder to behold. 

The only downside is the brief length. The 
film ends just as the characters are developing. 
Though not as compelling as last year's WAT'S 
PIG or the popular Wallace and Gromit shorts, 
STAGE FRIGHT still emerges as another 
stroke of Aardman genius. 

Also part of the Spike and Mike Festival is 
GERI’S GAME (Pixar, 1997), the winner of 
this year's Oscar for Best Animated Short Sub¬ 
ject. Although not as involving or humorous as 
other short subjects from Pixar (the pre-emi¬ 

Also a part of the Spike and Mike Festival of 
Animation Is Pixar’s Oscar-wlnner, GERt'S GAME. 

a different look, with interesting, 
pastel backgrounds and a tone that 
is somewhere between anime and 
REN AND STIMPY. Utilizing the 
voices of Kevin Sorbo and Lucy 
Lawless and employing the same 
campiness of the series helps cap¬ 
ture the feel of the show. But, this 
story of saving Olympus from the 
monstrous Titans brings no sur¬ 
prises and. at times, seems slightly 
derivative of Disney’s HER¬ 
CULES (there are even a group of 
Muses who sing the film's open¬ 
ing number). Overall, HER¬ 
CULES AND ZENA is depress- 
ingly static animation coupled 
with innumerable “action” scenes. 
During one of them. Hercules 
quips. “Ya know, this could go on 
forever.” You may just feel the 
same way about the film. 

Another recent video release is 
AN IM ALAND. a compilation of 

animated short subjects, from the-Golden Age 
of the medium, that have been considered miss¬ 
ing for over 50 years, until they were recovered 
by Just for Kids Home Video, who debuted 
them for the first time in the US, this past 
spring. These shorts were produced in England 
in the ’40s and '50s by David Hand, a name in- 
stantlv recognizable to buffs from his work at 
the Disney studio on SNOW WHITE AND 
THE SEVEN DWARFS, BAM HI, PINOC- 
CHIO, DUMBO and FANTASIA. 

Hand (who passed away in 1986) began his 
animation career during the early days of the 
Disney Studio (he was the fourth person Walt 
hired!). In 1944, he left Disney and moved to 
England, where he helped form Gaumot- 
British Animation Studios. It was here that 
Hand produced the ANIMALAND series, 
which centers on a group of BAMBI-like 
woodland and jungle animals. 

The video compiles nine short subjects, 
which display the same rich artistry that Hand 
brought to his work at Disney. The animation is 
tluid, and the backgrounds are pleasingly soft, 
but for the most part, the sight gags and humor 
(there is little or no dialogue) seem somewhat 
dated and derivative of the slapstick Warner 
Bros, and MOM shorts of the time. The charac¬ 
ter design is also somewhat bland; with their 
big blue eyes and goofy grins, the characters 
seem like standard animated animals seen 
“How to Draw” books. Still, with all their car- 
tooniness. the characters are fun to watch, and 
it's obvious that Hand picked up some strong 
personality animation skills at Disney. 

The short subjects in ANIMALAND move 
at a pace that may bore today's younger audi¬ 
ence accustomed to the frenetic energy of con¬ 
temporary cartoons; however, scholars and 
buffs will no doubt find it to be a fascinating 
look at an unearthed treasure. 

Aardman Animations’ STAGE FRIGHT, about a timid dog trainer terrorized by 
an obnoxious film star, can be seen in Spike and Mike's Festival of Animation. 

nent computer animation studio, whose works 
include RED'S DREAM or KNOCKNACK), 
it's still an enjoyable piece of filmmaking. De¬ 
void of dialogue, it tells the story of an elderly 
man who initiates a vicious game of chess 
against himself, which actually turns ugly, with 
bizarre and comic results. 

Unlike so much computer animation today, 
writer-director Jan Pinkava unfolds GERES 
GAME at a leisurely pace, employing mar¬ 
velous attention to details, such as the chess 
pieces spilling across the board, dappled sun¬ 
light peeking through the background trees, and 
the tactile “feel” of Geri’s sports coat. Geri 
himself is also amazing to watch, a “synthespi- 
an" (a terrifying new word for computer-gener¬ 
ated actors) of the highest caliber. With grunts 
and groans, he lands his spindly body on a 
chair, adjusts his glasses delicately, and smacks 
his toothless gums with glee. 

Like STAGE FRIGHT. GER1S GAME 
runs a very brief length, which hinders charac¬ 
ter development. Pixar was able to create per¬ 
sonalities with their full-length TOY STORY, 
hut it's evident that the filmmakers were not af¬ 
forded such luxuries here. 

With its '60s animation look and Saturday- 
morning. threadbare style, there was a glimmer 
of hope to HERCULES ANI) ZENA: THE 
ANIMATED MOVIE, THE BATTLE FOR 
MOUNT OLYMPUS (Universal Home Video. 
4/98), a mouthful of a direct-lo-video title, that 
brings the characters from the popular syndicat¬ 
ed series to the cartoon realm. Maybe this was 
going to be a send-up and celebration of the 
days of SPACE GHOST and G1GANTOR? 
Sadly, that hope turned out to be only a glim¬ 
mer. 

HERCULES AND ZENA is just another 
means of cashing in that will probably entertain 
only younger audiences. The film does employ 
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A puny parrot out-talks the bird-brained purple dinosaur 

It may not be BABE, but PAUUE's story of an intelligent, talking parrot searching 
for Its owner Is good enough to delight both children and their parents. 
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by Sonya Burres 

! have never seen Barney on 
television or anywhere else for 
that matter. The only thing I have 
ever heard about the purple di¬ 
nosaur is not very nice: when he 
first arrived on the small screen a 
few years hack, from the imagina¬ 
tion of two Moms, he was rumored 
to be Republican propaganda—a 
way to teach their right-wing poli¬ 
tics to our young children. Well. I 
am relieved to say that I'm not too 
worried, and for the sake of the 
Republican party. I hope they can 
do better. Yeah. BARNEY’S 
GREAT ADVENTURE does pre¬ 
sent traditional family values with¬ 
in a very traditional family yet so 
do many other things with which 
children come in contact. So after I 
got over my Democratic paranoia. 
I was ready to sit hack and enjoy. I 
was rather disappointed. 

The children are as wholesome 
as the four basic food groups; their 
banality made me long for the 
odd-looking kid Jodie Foster once 
was or the androgynous child. Lin¬ 
da Manz. Abigail and Cody are 
brother and sister, and Marcella is 
Abbey's African-American friend. 
Most politically correct. I'm not 
sure they are real children as much 
as actors dressed to look the part. 

Banished to their grandparents* 
farm for a week, the girls are 
thrilled at the possibilities of farm 
life. Cudy, on the other hand, longs 
for a really big, excellent adven¬ 
ture. Instead of Bill and Ted. the 
kids get Barney. Oh well, if I was 
five I might appreciate some guy 
in a padded suit with a mouth that 
moves only up and down, spewing 
his form of wisdom: the power of 
imagination is necessary to enjoy 
life. Ho hum. 

Cody’s adventure arrives in the 
form of a strangc-looking multi¬ 
colored egg. Unable to understand 
it. grandmother suggests they take 
it to the woman next door who 
studies birds. With Barney as their 
spiritual guide, the kids traipse 
through an overgrown forest to the 
neighbor’s home. And though Ms. 
or Mrs. (the terms arc used inter¬ 
changeably) Goldfinch’s lair is 
reminiscent of Willy Wonka’s 
chocolate factory, the charm is 
forced. The meaning of the myste¬ 
rious egg is soon discovered, but 
through a series of mishaps, the 
egg is lost. Barney and the chil¬ 
dren race through a magical world, 
with the egg always one step 
ahead of them. Be warned: they 
sing a lot while doing this. 

PAULIE. on the other hand, is 
an unexpected surprise: a movie 
for children that takes itself as se¬ 
riously as if it were for adults. The 
story follows an intelligent, talking 

parrot separated from his best 
friend and owner, five-year-old 
Maria. Trying desperately to get 
back to her. Paulie discovers kind 
strangers and con men. lonely 
hearts and love, self-determination 
and courage. The enchanting script 
from Laurie Craig is full of life. It 
provides both messages and digs 
at who really is an "illegal alien.” 
at well-meaning parents putting 
too much pressure on their young 
children, on taking a stand and not 
being afraid to try something. 

The result is a film with won¬ 

derfully nuanced performances by 
excellent actors, with not a movie 
star among them. Tony Shalhoub, 
whose performance in BIG 
NIGHT has endeared him to 
everyone (maybe some day he'll 
get to play an "American”), is a 
Russian immigrant, a teacher of 
literature in his native land relegat¬ 
ed to cleaning offices in the biolo¬ 
gy building of a University. Gena 
Rowlands is a tough, compassion¬ 
ate. adventurous but lonely widow 
who takes Paulie halfway across 
the country in her Winnebago. 
Checch Marin gives the perfor¬ 
mance of his career as the hard¬ 
working. fun-loving, illegal alien, 
who is a proud owner of a taco 
stand in East L.A. Jay Mohr is the 
voice of the irresistible Paulie. On¬ 
ly Bruce Davison seems a little out 
of place as the bad guy. a professor 
w’ho punishes Paulie by banishing 
him to a cage in the basement after 
his refusal to talk in front of the 
professor’s colleagues.(thereby 
making him the fool instead of the 
Nobel prize laureate he thought he 
would be). 

Complete with a Peter Pan- 
ending with Paulie finally reunited 
with his beloved Marie, the film is 
not too heavy-handed, successful¬ 
ly skirting most cliches, and even 
those it runs into head-on have a 
softer impact than they would 
have, had Oliver Stone directed in¬ 
stead of John Roberts. The film 
was beautifully photographed by 
Ton Pierce-Roberts. Stan Winston 
and company created the convinc¬ 
ing BABE-like effects. 

Halite Kate Elsenberg plays Marie, beloved owner of the talking parrot. 



LASERBLAST 
By Dennis Fischer 

HELL TO PAY 
The Devil rides out on two new disc releases. 

Long considered a horror classic, ROSEMARY'S BABY (with Sidney 
Blackmer and Mia Farrow) has recently been remastered on laserdisc. 

Every era has tried to find an 
explanation for Evil. Some have 
postulated a Manichean view of 
the universe, in which Evil exists 
as a separate entity, an absolute 
force with ihe same integrity as 
Good, rather than as deriving from 
choices that mankind sometimes 
makes. The Devil has long been 
Hie symbol of Evil, the wily 
tempter who knows how to appeal 
to our vanity to fool us into mak¬ 
ing bad choices with dire conse¬ 
quences. Such is the subject of 
some recent, special laser and 
DVD releases. 

ROSEMARY’S BABY (Para¬ 
mount). long acknowledged as a 
horror classic, was one of the com¬ 
pany’s earliest laserdisc releases. 
As such, it has long been overdue 
for a remastering, which it has fi¬ 
nally received, at last presenting 
the film in widescreen with both 
digital sound and chapter encod¬ 
ing. It was perhaps the first horror 
film to posit the existence of a 
world where the Devil existed, but 
God did not. as well as a horror 
success that eschewed the old 
gothic trappings, instead present¬ 
ing its horrors realistically in a 
modern-day setting. Despite its 
outre elements. ROSEMARY'S 
BABY remains a very credible 
character piece. 

It was also the best horror film 
with which producer William Cas¬ 
tle was ever associated (he pur¬ 
chased the rights to Ira Levin’s 
novel after reading the galleys), as 

The DVD release ot THE DEVIL’S 
ADVOCATE features audio 

commentary from Taylor Hackford. 

well as one of Polish emigre Ro¬ 
man Polanski’s finest features. 
Levin cannily built upon the preg¬ 
nancy paranoia of Rosemary (Mia 
Farrow), while those around her 
offer endless advice on how to 
best take care of herself and her 
forthcoming child. What if those 
peculiar people next door were re¬ 
ally satanists who intend to use the 
child for one of their rites? Or is it 
all simply in Rosemary’s increas¬ 
ingly disturbed mind? 

Part of the subject of the film is 
vanity, as Rosemary’s actor-hus¬ 
band Guy (John Cassavetes), re¬ 
ceives a lucky career break that 
might be connected with black 
magic. Polanski is very effective at 
delineating character and building 
up tension over things half-seen. 
The old Dakota building provides 
creepy atmosphere, as do the an¬ 
tics of the nosy neighbors (Sidney 
Blackmer and Ruth Gordon, the 
latter winning an Oscar for best 
supporting actress). Polanski, as 
an in-joke, has Victoria Vetri, who 
is billed in the credits under her 
then-pseudonym Angela Dorian, 
play a character who says she is al¬ 
ways being mistaken for Italian 
actress Victoria Vetri. before she 
dies as an apparent suicide. 

In a disturbing dream. Rose¬ 
mary imagines that she is aboard a 
yacht with a Kennedy-like clan 
and that her husband has been 
transformed into Satan. The con¬ 
descension of males towards 
women is made a major theme of 

the story as Rosemary becomes 
confused about where to turn with 
her mounting fears. Ultimately, 
Rosemary accepts her role as the 
mother of a disturbing child with 
peculiar eyes (never shown, 
though Polanski does superimpose 
the eyes of its bestial father. Satan, 
on the scene), providing audiences 
with some things to discuss at the 
end of the film, a quality still rare 
in the horror field. 

ROSEMARY’S BABY is not 
very frightening, but it is a master¬ 
fully made film worthy of this re¬ 
mastered presentation. Perhaps, 
Paramount will finally get around 
to a disc release of Polanski’s sub¬ 
sequent amusing and underrated 
horror thriller, THE TENANT. 

The DVD of THE DEVIL’S 
ADVOCATE (Warner Bros) is a 
special edition. Though there was 
a rumor that, as part of a settle¬ 
ment to prevent a lawsuit, the 
film's ending would be altered for 
home video, instead a disclaimer 
appears on the box: “The large 
white statue of human forms on 
the wall of John Milton's pent¬ 
house in DEVIL’S ADVOCATE is 
not connected in any way and was 
not endorsed by the sculptor Fred¬ 
erick Hart or the Washington Na¬ 
tional Cathedral, joint copyright 
owners of the Cathedral sculpture 
“Ex Nihilo" in Washington, D.C.” 
A similar-looking statue comes to 
life near the end, providing the 
film with one of its neatest visual 
effects; another disclaimer is ap¬ 

pended at the end of the credits. 
The DVD not only offers a 

sharper, widescreen “scope’’- 
shaped picture: it also features pro¬ 
duction notes, 5 theatrical trailers, 
2 TV spots, English and French 
soundtracks, generally accurate 
subtitles in English, French, and 
Spanish, and extensive running 
commentary by director Taylor 
Hackford (though much of his 
rambling talk simply tells us what 
we can already sec for ourselves). 

Also included are a half-hour 's 
worth of extended scenes, which 
are mostly seen in the picture in 
shortened form. These present a bit 
more philosophizing from John 
Milton (A) Pacino playing a Niet- 
zschean devil as streetwise attor¬ 
ney), and help establish that Eddie 
Barzoom (Jeffrey Jones)'s position 
in Milton’s law firm is in jeopardy 
and that hotshot attorney Kevin 
Lomax (Keanu Reeves in a better 
than average performance) can’t 
help flirting with any attractive 
woman in reach, despite his gener¬ 
ally happy marriage to Mary Ann 
(Charlize Theron). 

Pacino turned down the part of 
Milton five times until Hackford 
had ultimate writer Tony Gilford 
do a page one rewrite to provide a 
story that has more substance than 
special effects. Hackford is espe¬ 
cially proud of his attention to de¬ 
tail in shooting on location, per¬ 
suading a few of New York’s pow¬ 
er players to make cameos, and is 
effective at establishing the arro¬ 
gance of conspicuous consumers. 
Unfortunately, his commentary 
briefly notes that lack of support 
he felt from his producer without 
elaborating on it. preferring to ex¬ 
tol the design (which is indeed 
sumptuous) and the acting. One 
peculiarity is that the extended 
scene version of Eddie Barzoom's 
funeral is slugged “Eddie Bar- 
zoom’s Bar Mitzvah’’ on the disc. 

At its heart. DEVIL’S ADVO¬ 
CATE is a $57 million morality fa¬ 
ble about vanity and moral choice. 
Hackford is not as effective at 
building up tension and atmos¬ 
phere as Polanski, but Pacino is 
more fun to watch hamming it up 
than Ruth Gordon was (though one 
misses the power and subtlety of 
his earlier, better performances). 
From the beginning, Lomax is pre¬ 
sented with a moral choice: does 
he do the right thing when he real- 
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izes a child molester he represents 
is guilty, or does he break down a 
vulnerable child witness to get the 
scumbag off, thus maintaining his 
perfect record of wins in court? 
Pacino's Devil keeps presenting 
Lomax with choices that his pro¬ 
fessional pride will not allow him 
to refuse, so that Lomax is always 
maintaining his free will and is 
made aware of the possibility of 
having taken a different path. 

Like Guy Woodhousc. Kevin is 
so caught up in his career that he 
ignores his wife, who descends in¬ 
to madness while Kevin abandons 
her to pursue a high profile murder 
case with duplicitous participants. 
Hackford wants us to know that 
there are consequences to our 
choices and moral compromises, 
and finishes the film by establish¬ 
ing that even if one temptation is 
defeated, another will inevitably 
arise. 

One final examination of evil 
worth noting is John Woo's 
FACE/OFF (Paramount), which 
is a real return to form for the 
Hong Kong action auteur. The 
laserdisc features a fine 
widescreen transfer with superb 
surround sound to help pump up 
the excitement of the already 
thrilling action sequences. It 
echoes Woo’s greatest success 
THE KILLER in featuring a 
matched pair, FBI agent Sean 

Archer (John Travolta in one of his 
finest performances) and terrorist 
Castor Troy (Nicolas Cage), who 
are two sides of the same coin: 
strong, commanding characters, 
who take extreme pride in their 
professional skills. 

Archer is the good guy. but his 
profession has required that he too 
neglects his family. The movie's 
ingenious scicncc-fiction premise 
has the pair switching faces and 
identities, so we get the spectacle 
of Cage imitating Travolta and 
Travolta imitating Cage. More 
than a gimmick, this concept adds 
a richness and complexity that puts 
the film above most action fare. 
The story remains focused on the 
souls of the main characters: as 
much as Archer has reason to hate 
Troy, Troy inadvertently exposes 
Archer's shortcomings and aids 
his becoming a better father and 
husband; and. in a neat bit of sym¬ 
metry, Archer winds up adopting 
Troy's orphaned son. replacing his 
own son, whom Troy accidentally 
killed during an assassination at¬ 
tempt on Archer. 

What distinguishes Woo's 
work is that not only is he a dy¬ 
namic director of action se¬ 
quences, but he also injects power¬ 
ful emotions into his narratives. 
His characters are killers, but this 
does not prevent them from having 
deep passions and feelings for oth¬ 

ers that border on the melodramat¬ 
ic, providing an emotional core 
that gives the material resonance 
and increases audience interest. 
We want the peripheral characters 
to break through the lies, distrust 
and mixed messages, for the fami¬ 
ly to recognize the true father 
whatever his features, and for or¬ 
der to be restored, and Woo does 
not disappoint us. □ 

ANGELS 
cooliDued from page 49 

Scorsese’s thoughtful TEMPTA¬ 
TION OE CHRIST, the devil him¬ 
self appears to a crucified Jesus as 
a young Cherub, pulling the spikes 
from his wrists and feet on the 
cross, telling Christ that he was 
sent from God to announce that his 
son doesn't have to suffer or die 
anymore. That scene leads into a 
“fantasy” portion of the film that 
has Jesus living a moral, married 
and adulterous life and almost dy¬ 
ing of old age until he realizes that 
the vision is all a trick of the devil, 
his “last temptation." which he re¬ 
nounces seconds before he dies on 
the cross. Ironically, it was this 
“temptation” portion of the film 
that had religious zealots up in 
arms. Had they actually seen the 
film and realized that the objec¬ 
tionable scenes were manifesta¬ 
tions of the devil (which Jesus ulti¬ 
mately renounces), they might 

have been more understanding of 
what the film was trying to do. 

Evil angels are also the subject 
of the recently released FALLEN. 
Part supernatural thriller, part cop 
drama, the film has Denzel Wash¬ 
ington (who plaved an angel him¬ 
self in THE PREACHER’S WIFE) 
chasing down a fallen angel who 
can inhabit the bodies of humans 
and continue to live. 

Archangels seem to hold a par¬ 
ticular fascination for Hollywood 
screenwriters. Two polar examples 
of archangel films were released 
within the last three years. The an¬ 
tithesis of Nora Ephron's 
MICHAEL, in which John Travol¬ 
ta plays a self-indulgent archangel 
on his last trip to earth, is THE 
PROPHECY in which Christopher 
Walken turns the image of the 
archangel Michael on its head, 
portraying him as a human-hating, 
jealous lout, less sympathetic than 
the devil himself, whom he ulti¬ 
mately confronts (with unexpected 
results) in the desert during the 
film’s finale. 

The need to continue to explore 
the notion of angels is strong, and 
no doubt, a host of new films will 
crop up as the millennium ap¬ 
proaches. How else would you ex¬ 
plain. as the Angel Seth asked of 
the agnostic heart surgeon in CITY 
OF ANGELS, “the enduring myth 
of Heaven"? Q 
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DR WHO 
continued Tram pixr 55 

ployed for DOCTOR WHO tend¬ 
ed to be larger than life charac¬ 
ters—I don't know if I was one. 
but that’s how I tended to view the 
others, anyway. So they filled the 
roll of the Doctor, because it was 
kind of an empty space in the 
script, apart from the words they 
had to say, and the actor came 
along with his personality and 
filled that space.” 

This necessitated a certain 
flamboyance in the performance. 
"That was one of the ingredients 
in the Doctor, and in a way that’s 
why the kept changing actors—it 
gave it an interest, because a new 
eccentricity would come along." 

Still, while bringing something 
new, McCoy was conscious of the 
character's history. “I also want¬ 
ed—because there were six other 
Doctors before me—to be a multi¬ 
faceted Doctor myself. If there 
were any moments that I thought 
were a Patrick Troughton moment 
or a John Pertwee moment or a 
Tom Baker moment or whatever. I 
would think of that and. in think¬ 
ing of that, hopefully bring a little 
of them into that moment. That's 
why my Doctor was comedic, I 
think; that was a bit like Patrick 
Troughton. If he was a bit crabby 
and bad-tempered sometimes, that 
was like William Hartnell. Some¬ 
times he was aloof and mysteri¬ 
ous; sometimes he was a bit dan¬ 
gerous, like Colin Baker.” 

Besides a changing personali¬ 
ty. each new Doctor also had a dif¬ 
ferent look. Did the actor have any 
influence over the costume? “Yes, 
I did," said McCoy. "I actually 
wore my own hat. 1 went to see 
the producer, and my hat was like 
that. He said. ‘Oh, I like that.’ I 
said. Well, if you're going to put 
the hat in DOCTOR WHO, 
you've got to have me with it.’ So 
that’s how I got the roll: they cast 
the hat. but I went with the hat! 

"That was the beginning of the 
costume." he continued. “I wanted 
a Chekovian professor type, and 
also 1 wanted big pockets, because 
I wanted somewhere to keep the 
script—that’s how it came to be. 
The walking stick was my idea, 
because I liked the idea of work¬ 
ing with a walking stick. The 
question mark pullover wasn’t my 
idea; that was the producer's. He 
had to have his say.” 

By the time McCoy came to 
the role, the character was a famil¬ 
iar icon, not the object of mystery 
he had originally been. “So much 
had been written about The Doc¬ 
tor that a lot of the mystery had 
disappeared, unlike the original 
first Doctor, and the second Doc¬ 
tor as well—they were more mys¬ 
terious characters. So what I want¬ 

ed to do was bring back that mys¬ 
tery. Luckily, the script editor was 
of the same mind. The other thing 
was the first Doctor was slightly 
more dangerous, in a way. partly 
because of the mystery, so I want¬ 
ed to try and bring that back to 
it—and a slight darkness as well. 
When you bring mystery, then that 
can happen—darkness and dan¬ 
ger. That’s what we were working 
towards." □ 

THE BEYOND REVIEW 
i nntimied from page 57 

Lovecraftian Crawling Chaos 
overwhelming life as we know it, 
until there is nowhere left for the 
characters to run, except into the 
bowels of Hell itself. 

This finale, though obviously 
achieved on a low-budget, is nice¬ 
ly realized. With but a singly set 
and a hazy effect above the skyline 
to imply an endless horizon, Fulci 
conveys an apparently infinite mo¬ 
notony of deserted nothingness; 
plus, the imagery comes full cir¬ 
cle, dissolving back to a painting 
seen in the prologue, at last clari¬ 
fying what the artist Schweik (An¬ 
toine Saint-John) was attempting 
to portray. Perhaps most disturbing 
is the fact that the characters who 
suffer this fate have done nothing 
to deserve it. (It’s not quite clear 
whether this Hell is personal expe¬ 
rience only for the two leads or 
whether the entire world will soon 
follow.) This is a film in which no 
power of Good presents itself, and 
there seems to be no way to stop 
the advent of Hell once the Gate 
has been opened. In an intriguing, 
climactic image, MacColl and 
Warbeck sport contact lenses simi¬ 
lar to those worn by Antonella In- 
terlenghi as the blind Emily. The 
apparent conclusion is that they 
have been struck blind; however, 
they are not acting as if blinded, 
but are continuing to stare at the 
Hellish landscape surrounding 
them. What is really happening? 
Earlier. Emily had made the cryp¬ 
tic statement that the blind "see 
things more clearly.” Perhaps her 
pupil-less eyes do not really signi¬ 
fy blindness; perhaps this is what 
happens when one’s sight is blast¬ 
ed by a glimpse into The Beyond. 

One small note of praise for the 
cast: In a film like this, not much is 
required of the actors in terms of 
characterization, so it helps to 
have some kind of inherent appeal 
or likabilily. Both Warbeck and 
MacColl fill the bill. Though hard¬ 
ly allowed to deliver tour-de-force 
performances, they nevertheless 
face the proceedings as seriously 
as possible, never descending into 
camp or winking at the audience. 

Wretchedly mangled in its 
original U S. release, THE BE¬ 
YOND has long deserved a resur¬ 

rection in restored form. (Unfortu¬ 
nately. the print screened for the 
press was somewhat faded and 
scratchy, although otherwise in¬ 
tact, not the pristine print that will 
be used for striking the laserdisc.) 
I do not wish to extol the virtues of 
this film too loudly, because it is 
not perfect; in some ways, in fact, 
it holds up better on recollection 
than upon viewing, allowing the 
mind to free-associate between its 
disjointed elements. From this per¬ 
spective. the film achieves an al¬ 
most unique sense of metaphysical 
horror through its portrayal of dis¬ 
connected, disastrous events be¬ 
yond human control or under¬ 
standing. THE BEYOND remains 
a graphic gore film that will put off 
squeamish viewers, but also it con¬ 
tains dark notions that arc gen¬ 
uinely disconcerting. 
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horror film, and personal favorite. 
BEATRICE CENCI (‘69). ("It 
sounds strange,” said Antonella, 
“but 1 think learning how to make 
people laugh helped him know 
how to scare them.") He followed 
with a scries of thrillers, including 
ONE ON TOP OF THE OTHER 
(‘69). LIZARD IN A WOMAN’S 
SKIN (*71), and SEVEN NOTES 
IN BLACK (aka THE PSYCHIC, 
*77). “For me these three are like 
jewels.” said his daughter. “The 
first is pure thriller: not one drop 
of blood, but frightening. It is 
maybe my favorite among my fa¬ 
ther’s movies.” 

Fulci’s golden era began when 
ZOMBI, Dario Argento’s cut of 
George Romero’s DAWN OF 
THE DEAD, became a European 
sensation. It created a cottage in¬ 
dustry of Italian imitators, first and 
foremost of which was Fulei’s 
1979 ZOMBIE. Filmed for a re¬ 
ported $500,000, it earned some 
30 million internationally. Several 
European successes followed: 
THE GATES OF HELL ( HO). 
THE BEYOND, and 198]’s 
HOUSE BY THE CEMETERY. 
Then came 1982’s NEW YORK 
RIPPER. Featuring a razor wedd¬ 
ing maniac slicing a woman's nip¬ 
ple and eyeball, it was a widely re¬ 
viled. major flop. 

At the same time, Italy’s film 
industry collapsed. With few ex¬ 
ceptions, Fulci’s subsequent career 
was no-budget dreck such as the 
1984 disco-slasher movie, MUR¬ 
DER ROCK. “It was a time of to¬ 
tal crisis in the film business in 
Italy," recalled Antonella. "My fa¬ 
ther was a total workaholic. He 
wanted nothing but to work, so 
sometimes he had to take very bad 
offers. Using all his strength, even 
when he was ill.” 

ZOMBI 3, which the ailing di¬ 
rector disowned after walking off 
the set in disgust, seemed to spell 
the end of his career. Fulci wrote 
several books but was largely re¬ 
tired when cult interest in his work 
led to several horror convention 
appearances. “I went to Euro-Fest 
in London with him," said An- 
tonclla. “Thousands of people 
were waiting to see him. He was 
always very happy to be with the 
young people. He didn't want to 
admit he was getting old. He was 
kid inside. They never grow up. If 
they did. they couldn't make these 
films." 

The events led to talk of a 
comeback film, WAX MASK, to 
be produced by Dario Argento. 
“He was very close to making it," 
said Antonella. “I know he w as 
very happy to work again, and ex¬ 
cited about it. If not. he would not 
have thrown all his energy into 
that project, for his health was 
very bad." The problems endemic 
to the Italian film industry delayed 
production for two years. Fulci 
was a mere three weeks from film¬ 
ing WAX MASK when he died in 
his bed from a diabetic attack. "5 
minutes before he passed, we were 
joking and laughing together," re¬ 
called his daughter.'“The thing I 
miss most is to listen to him. He 
always had ideas for new movies, 
even when his health was very 
bad. These movies—they were the 
best days of his life." 

Catriona reflected, "I remem¬ 
ber wondering why he was churn¬ 
ing out all these movies, when 1 
think he might have had a real 
masterpiece in him. I don’t know 
if he knew how to stop. 1 don’t 
think anyone ever fathomed the 
mystery of Lucio. I often felt he 
was a fairly shy man. I don’t recall 
anyone who seemed to know him 
well personally. He wouldn't let 
one. All this screaming would go 
on, but it was all rather exterior. A 
wall. I suppose, between him and 
everyone else. It would have been 
interesting to find out just what 
made him tick—what the source 
was of these strange, dark demons 
he liked to put on the screen. He 
was an extraordinary character." 
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CINEFANTASTIQUE is published each and every month, with issues jam- 
packed with the latest stories on the hottest films you want to see. 

Don't miss our next exciting double issue on the making of TV's OUT¬ 
ER LIMITS, the premier SF anthology series currently airing in syndication 
and on Showtime cable. Vancouver correspondent Frank Garcia went on 
the set of the show's mammoth Bridge Studios to interview the producers, 
directors, writers, designers and effects technicians to chronicle the behind- 
the-scenes story of the most amazing show on television. Interviewed are 
series creator Pen Densham, original series creators Leslie Stevens and 
Joseph Stefano, and many others, including a Retrospect look back at the 
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